ir4 TWENTY YEARS 
ON THE JOS, 1VE LEARNED ENOUGH ABOUT 
COMICS TO FILL TWO BOOKS) VARIOUS 
ARTICLES AND A FEW THOUSAND HOURS OF 
TALKING- TO ANYONE WHO'D LISTEN. , 



BUT MY OWN COMICS STORIES 
HAVE NEVER BEEN AS GOOD AS I KNOW 
THEY COULD BE. 




' 1*M 5URE 

I CAN DO A 
BETTER JOB AND 
I'M DETERMINED TO 

. learn HOW. 




FORTUNATELY, 
THERE ARE PLENTY OF 
GOOD TEACHERS OUT 
THERE FOR THAT SORT 
OF THING. 


THERE'S MUCH 
MORE TO making 
GREAT COMICS THAN 
DRAWING AND WRITING 
SKILLS. 


' 50, FOR YOUR 

SAKE AND MINE, !VE GONE 
“BACK TO THE DRAWING BOARD” ONCE 
MORE AND COLLECTED EVERYTHING I 
KNOW ABOUT THE ART OF TELLING 
STORIES WITH PICTURES ~ 


" THEN 
FIGURED OUT WHAT I 
DIDN’T KNOW, FILLED IN 
THOSE GAPS AND PUT IT 
ALL TOGETHER. 






ss 




mm 



THESE ARE THE 
BEDROCK PRINCIPLES OF COMICS 
STORYTELLING... 


CONCEPTS 
THAT GO FAR DEEPER 
THAN THE USUAL 
HOW-TO BOOKS. 



THE PRINCIPLES OF CLARITY AND 
COMMUNICATION, FOR EXAMPLE, 
AND HOW THEY GOVERN THE WAYS 
OUR STORIES ARE PACED — 





COMICS IS A SECRET LANGUAGE ALL ITS OWN, 
AND MASTERING IT POSES CHALLENGES UNLIKE 
ANY FACED BY PROSE WRITERS, ILLUSTRATORS OR 
ANY OTHER CREATIVE PROFESSIONALS. 
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UNFORTUNATELY, 
APART FROM A FEW 
GREAT BOOKS ON 
THE SUBJECT* — 



- MOST 
OF THAT 
TERRITORY HAS 
REMAINED 
UNEXPLORED. 
UNTIL NOW 



- FRAMED 



& 







— AND 

RENDERED. 



HOW THE 

READER’S EVE IS GUIDED 
FROM PANEL TO PANEL, AND HOW THE 
READER’S MIND IS PERSUADED TO 
CARE ABOUT WHAT IT SEES. 
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f whether 
YOU’RE DRAWN! TO 

COMIC STRIPS, 
COMIC BOOKS 
OR GRAPHIC 
NOVELS... 

WHETHER YOU 

LIKE JAPANESE, 
EUROPEAN, NORTH 
AMERICAN OR AMY 
OTHER REGIONAL 
STYLES... WHETHER 
YOU WORK IN 

V PRINT, ONLINE 
\ or BOTH - / 


- FACIAL 
EXPRESSIONS 


HOW ARTISTS CONNECT WITH 
ERS ON A HUMAN LEVEL THROUGH 

CHARACTER DESIGN - 


five nr^eps 

TH15 TV»£.' 


GRAVID I 


FfiTTFR’ 

{V» ant »•&;«*«" 


SuVt 


ARE THE 
ISSUES 
YOU’LL HAVE 
to FACE. 


SUT, YOUR CHOICES NARROW WHEN YOU WANT 
YOUR COMICS TO PROVIDE A SPECIFIC REACTION IN 
READERS. THAT’S WHEN CERTAIN METHODS MIGHT 
DO THE JOS FOR YOU — 


AND OTHERS 

WON’T. 


THERE ARE NO LIMITS TO WHAT YOU 
: CAN FILL THAT BLANK PAGE WITH - ONCE 
YOU UNDERSTAND THE PRINCIPLES THAT ALL 
% COMICS STORYTELLING IS BUILT UPON. 


BjJOHNSTON, DAVID MA2ZUCCHELU, 
Wm^M, 'RUtAlKO TAKAHASHI, DAVID S. AND DEMIAN S 
PP Pl-gy PA6E 258). 



SCOTT 


HOW WHOLE WORLDS 

ARE CONSTRUCTED ON 

THE PAGE — AND IN THE | 

READER’S IMAGINATION. 






























































MAKING 

COMIC5 

















' AS LONG AS 

people have seen 

TELLING STORIES TO 
ONE ANOTHER* 
STORYTELLERS LIKE YOU 
AND ME HAVE WANTED 
TWO THINGS from 

^ OUR AUDIENCES. / 


WE WANT THEM TO 
UNDERSTAND WHAT WE HAVE 
TO TELL THEM -- 


Clarity, Persuasion and Intensity 





























































































































— YOUR STORY’S MOMENTS SHOULD 

BE LIKE A dot-todot puzzle. 

REMOVE ONE DOT AMD YOU CHANGE 
THE SHAPE OF THE STORy. 





V CONSIDER 1 
WHAT YOU WANT 
FROM EACH PART 
OF YOUR STORY: DO 
YOU WANT TO JUMP 
AHEAD TO A KEy 
EVENT? DO you 
WANT TO PUT ON THE 
BRAKES AND FOCUS 
ON SMALLER 
MOMENTS? DO you 
WANT TO DRAW 
ATTENTION TO 

CONVERSATIONS 
L AND FACES? A 




MSW 


A SINGLE ACTION PORTRAYED IN A SERIE5 
OF MOMENTS. 




THAT’S NOT THE CASE, 
maybe that particular 

‘DOT” WASN’T NEEDED IN 
THE FIRST PLACE. 



"HE FIND5 A KEY ON THE GROUND’ 
BREAKS DOWN INTO THREE SUCH ACTIONS: 
SEEING, REACHING DOWN AND 
EXAMINING O.E., giving readers a clear 

VIEW OF THE KEY ITSELF). 



EACH PANEL 
SHOWS A COMPLETE 
ACTION, BECAUSE WE’RE 
ADAPTING A PLOT THAT’S 

anchored Entirely 
IN actions. 



if THE PLOT CALLED FOR THE MAN TO u SLOWLy w 
REACH DOWN, A CERTAIN NUMBER OF EXTRA 

might have been necessary to show the findi^ 

OF THE KEY — 


’ depending on 1 
YOUR ANSWERS, 

| YOU’LL FIND THAT 
CERTAIN TYPES OF 
TRANSITIONS 
BETWEEN PANELS 
MAY GET THE JOB 
DONE BETTER 
fv THAN OTHERS. A 


THESE 

PANEL TO PANEL 








- SUT BECAUSE WE'RE ILLUSTRATING THE 

these actions, rather than their QUALITY. ,I 

PANEL PER ACTION SEEMS TO BE ENOUGH. 






B iufi A SINGLE SUBJECT (PERSON, OBJECT, ETC...) 
■ v IN A SERIES OF ACTIONS. 


3. SUBJECT TO SUBJECT 


A 5ERIE5 OF CHANGING SUBJECTS WITHIN A 
SINGLE SCENE. 




TRANSITIONS ACROSS SIGNIFICANT 
DISTANCES OF TIME AND/OR SPACE. 



TRANSITIONS FROM ONE ASPECT OF A PLACE, 
IDEA OR MOOD TO ANOTHER. 


iH 6. NON SEQUITUR 

mml 
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SOMETIMES 

IT MAY SUIT YOUR NARRATIVE TO 
HAVE TIME STAND STILL AND LET 
THE EYE WANDER. 


^ SCENE TO SCENE JUMPS ^ 
CAN HELP COMPRESS A STORy DOWN 
TO A MANAGEABLE LENGTH, WHILE STILL 
ALLOWING FOR A RANGE OF TIME-SPANS AND 
A BREADTH OF LOCATIONS. LOOK HARD AT 
YOUR STORIES AND YOU MAY FIND YOU 
w CAN CUT A LOT OUT. A 


^ MOMENT TO MOMENT 

TRANSITIONS, FOR EXAMPLE, ARE 
USEFUL FOR SLOWING THE ACTION DOW 
INCREASING SUSPENSE, CATCHING SMAt 
CHANGES AND CREATING MOVIE-LIKE 
MOTION ON THE PAGE. 


ASPECT TO ASPECT 

TRANSITIONS DO JUST THAT, AND 
THEY’VE BEEN USED SUCCESSFULLY IN 
JAPAN — AND RECENTLY, IN NORTH 
AMERICA — TO CREATE A STRONG 
v SENSE OF PLACE AND MOOD. . 


I'rt gonna sit (H6ht h eks. til someth ing 

°^L/ sow YOURSELF, ml 


SUBJECT 
TO SUBJECT 

TRANSITIONS ARE 
EQUALLY EFFICIENT AT 
MOVING THE STORY 
FORWARD — 


ACTION TO ACTION 

TYPES ARE KNOWN FOR THEIR 
EFFICIENCY. THE CARTOONIST ONLY 
CKS ONE MOMENT PER ACTION, SO EACH 
PANEL HELPS FURTHER THE PLOT AND 
KEEP THE PACE BRISK. , 


~ WHILE 

CHANGING ANGLES 
TO DIRECT READER 
ATTENTION AS 
NEEDED* 


DlSTRftCTM^I^ 


[ AND FINALLY THE NON SEQUITUR, 
(HlCH, THOUGH IT MAY NOT DO ANYTHING 
W, TO ADVANCE A STORY — 


PLAYED A ROLE 
IN EXPERIMENTAL 
COMICS, PROVIDING 
THE OCCASIONAL 
NONSENSE GAG IN 
OTHERWISE 
RATIONAL 

V STORIES. y 


YOU SEE 
that Clock 

ON THE 


though they primarily relate to choice of moment, 

iNSITIONS THREE AMO EWE ALSO TOUCH ON THE UPCOMING 


































Z ACTION 


3. SUBJECT Z ACTION 


q.SCENE 





















































































THE CHOICE OF MOMENT FOR OUR 
ORIGINAL EXAMPLE WAS PRETTV SIMPLE 
OUST STRAIGHT ACTION TO ACTION) 

- AND THE CHOICE 
OF FRAME FOR THOSE 
PANELS WA5 TOO. 



bib 


liV<i 


TWO OUT OF THE EIGHT PANELS FEATURED 
CLOSE-UPS TO SHOW A FEW IMPORTANT 
DETAILS — 


Mr 









— BUT OTHERWISE, THE ACTION WAS SHOWN 
FROM A FIXED MIDDLE DISTANCE AND FIXED 
VIEWING ANGLE. 


THAT SAID, SOME SCENES X 
REQUIRE FREQUENT CHANGES OF 
FRAME, SUCH AS THE FLIP-FLOPPING ANGLES 
OF SUBJECT TO SUBJECT TRANSITIONS USED 
V TO CAPTURE THE RHYTHM OF TWO PEOPLE 
IN CONVERSATION. 





OUR TALE COULD 
HAVE BEEN SHOT FROM MANV ANGLES AND 
DISTANCES, BUT BY OFFERING A VIEW OF THE 
ACTION THAT BARELY CHANGES 



RkauwiI 
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— THE READER IS ENCOURAGED TO FOCUS ON 
WHAT DOES CHANGE, SUCH AS THE POSITION 
AND ATTITUDE OF THE CHARACTER, AS WELL 
AS HIS UNCHANGING FORWARD STANCE " 
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/ AND > 
THERE’S NO 
NEED TO KEEP 
EVERY PANEL AT 



A 

"WORM’S 
EYE” VIEW 

CAN GIVE 


— AND 

CHARACTERS■ 
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ON THE 
OTHER HAND, 
BECAUSE 
READERS WANT 
AND EXPECT 
THAT SENSE OF 
PLACE, A CLEVER 
STORYTELLER CAN 
CHOOSE TO DEL AY 
THE ESTABLISHING 
SHOT TO INCREASE 
SUSPENSE - 


— OR 

TO MIRROR THE 
THOUGHTS OF A 
CHARACTER WHO’S 
TEMPORARILY 

UNAWARE 

OF HIS OR HER 
SURROUNDINGS. 


READERS 
NEED THAT 
INFORMATION 
ESPECIALLY WHEN 
MOVING FROM 

SCENE TO 


THE TRADITION \ 
OF THE 

ESTABLISHING 
SHOT: A 616 
LONG-5HOT PANEL 
OR TWO AT THE 
BEGINNING OF EACH 
NEW SCENE, USUALLY 
FOLLOWED BY SOME 
MIDDLE GROUND AND 
CLOSE-UP PANELS 
OF INDIVIDUAL 
\ CHARACTERS. / 


jjg$RAWING DETAILED ESTABLISHING SHOTS CAN BE HARD WORK BUT 
THEY’RE WORTH THE EFFORT IF, BY DOING SO, YOU CAN CREATE A STRONG 
g§|;I SENSE OF PLACE IN THE IMAGINATIONS OF YOUR READERS. 
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AFTER ALL ^ 

' THAT PLANNING") 
CHOOSING-, ARRANG-ING- 
AMp SKETCHING- THINGS OUT> 
HERE'S THE PART OF THE PROCESS 
WHERE YOU GET TO PICK UP VOUR 
PEN> BRUSH OR DIGITAL STYLUS 

and finally DRAW 

SOMETHING! ^ 
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CHOICE 
OF IMAGE IS 
WHERE ALU THOSE 
TRADITIONAL 
HOW-TO-DRAW 
BOOKS CAN BE 
HELPFUL — 






the STANCES amd EXPRESSIONS of characters -- evem when 
SILENT AMD IN THE BACKGROUND — CAN GIVE READERS A WEALTH OF 
INFORMATION ABOUT THEIR EMOTIONS AND ATTITUDES 





A MINOR DETAIL IN 
THE ART CAN 
FORESHADOW MAJOR 
DEVELOPMENTS IN A 

STORY. 



CLASSIC DRAWING SKILLS 

LIKE ANATOMY and perspective 

CAN HELP YOU TO RENDER THE FORMS IN 
VOUR WORLD CONVINCINGLY — 



AN ABSTRACT, EXPRESSIONISTS OR 
SYMBOLIC IMAGE CAN STRENGTHEN THE 
RECOUNTING OF AN INTENSELY FELT EMOTION. 


AN EXTREME STYLISTIC CHOICE CAN INVEST EVERY 
MOMENT OF A STORY WITH AN OVERRIDING MOOD. 



1 MHect -to iuRff tmy. memories. 


m- 
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— BUT IN COMICS, 
THOSE CHARACTERS 
AND OBJECTS CAN BE 
FAR MORE THAN JU 5 T 
PRETTY PICTURES. 


HOW YOU DRAW THE INTERIOR OF AN 

apartment, for example, can tell your readers a lot 
about the character WHO LIVES IN it. 







ULTIMATE TEST OF 
JTY IN COMICS 
||||WORK 15 jfsj HOW 
WT DELIVERS ON 

|PE BASIC INTENT 

..Each panel. 


YOU MIGHT ALREADY BE ABLE 
TO DRAW LIKE MICHELANGELO, BUT IF IT 
DOESN'T COMMUNICATE, IT’LL JUST 
DIE ON THE PAGE — 




QUESTION 
NUMBER ONE: 
WILL READERS 

GET THE 
MESSAGE? 





w. 
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/ — WHILE A 

CRUDER BUT MORE 
COMMUNICATIVE STYLE 
WILL WIN FANS BY THE 
HUNDREDS OF 
> THOUSANDS. 




F 
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jHHSf CRA ' & THOMPSON 1 . PAfJEL FOUR: ART 3y HO CHE 
M "-LER (SEE ART CREDITS. PA6E 258). 




























































“On the bright 
side, I got my 
caffeine. On the 

not-so-bright 

side, we gof 
mugged on the 
wayhonje.” 


THEY BRING 
WITH THEM AM 

unparalleled 
LEVEL OF 

SPECIFICITY 


' therms mo 
image so VAGUE 
that words cant 

LOCK. IT IMTO A DESIRED 

meaning. 


X BRING- YOU 


SPECIAL THANKS TO KELLY DONOYAN 
{SEE ART CREDITS, PAGE 258). 


30 
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TEN YEARS LATER 


WORDS CAN BE USED 
TO COMPRESS A STORY, 
SUMMING UP VAST CHANGES IN 
A SINGLE CAPTION AS SEEN IN 

SCENE-TO-SCENE 

■v TRANSITIONS. 


A LONG, TIME AGO, IN A 
GALAXY FAR FAR AU/AY. 


A LONG TIME LATER ANO 
Much much close *.... 


V4I/ MAY I TAKE YOUfcOftDER^ 


Well, you know what they say, “The 
best things come to those who wait. 


Makes me wonder if 
“they" work for DMV.. 


BUT IN COMICS, THE ^ 
: TWO HAVE TO WORK TOGETHER 
iEAMLESSLy ENOUGH THAT READERS 
|| barely notice when switching 

It FROM ONE TO ANOTHER. 


with JUST i 
PICTURES! 


I HAVE A WHOLE CHAPTER ON THIS SUBJECT, 
BUT FOR NOW, SUFFICE IT TO SAY THAT THE SECRET 
OF COMMUNICATING CLEARLY WITH WORDS IS JUST 
TO LET WORDS DO WHAT WORDS DO BEST — 


AND SOME 
SPECIFIC CONCEPTS 
AND NAMES CAN 
ONLy BE CLEARLY 
EXPRESSED THROUGH 
WORDS. 


AND OF COURSE, WORDS TAKE CENTER STAGE WHEN 
REPRODUCING THE FINE ART OF CONVERSATION. 


Words alone 
have been 
telling 
stories 
clearly for 
millennia. 
They've done 
just fine 
without 
pictures... 
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BETWEEN PANEL5> YOUR CHOICE OF 
FLOW WILL RELY ON THE UNWRITTEN 
CONTRACT BETWEEN ARTISTS AND 
READERS WHICH 5TATES THAT PANELS 
ARE READ LEFT”TO~RIGHT first, 
THEN UP-TODOWN* — 


FINALLY, AFTER CHOOSING JUST 

the right moments, frames, images 
and WORDS, ALL THAT’S LEFT IS YOUR 

CHOICE OF FLOW: how you GUIDE 
VOUR AUDIENCE THROUGH YOUR work 
FROM BEGINNING TO END. 


- AND THAT WITHIN EACH PANEL, THE 5AME 
PRINCIPLES WILL APPLY TO CAPTIONS AND 
WORD BALLOONS. 


IT ALSO MEANS BEING ON THE 
LOOKOUT FOR ANY PART OF THE 
CREATIVE PROCESS THAT CAN HELP 
OR HINDER — THAT FLOW. 


CHOICE OF MOMENT 


OR RI6HT-T0-LEFT IN SOME CULTURES, OF COURSE. 
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how vour CHOICE 
OF FRAME changes 

FROM PANEL TO PANEL 
CAN ALSO AFFECT THE 

reading flow. 



BY ROTATING THE 
VIEWING ANGLE 
TOO FAR BETWEEN 
panels> CHARACTERS 
CAN SEEM TO SWITCH 
PLACES, CREATING 
CONFUSION. 


CONSIDER SHOWING YOUR WORK-IN-PROGRESS 
TO A FRIEND TO CATCH SUCH MIX-UPS IN THE 
ROUGH PLANNING STAGE — AND IN THE 
FINISHED ART, OF COURSE. 





THAT’S SUPPOSED 
TO BE MY DAD! 


tm 


NOT ALL PICTURES 
ARE CREATED EQUAL. 
READERS FOCUS ON 
AREAS OF CHANGE 
and relevance TO 
THE STORY- 


— WHILE BACKGROUND 
DETAILS AND REPEATED 
ELEMENTS JUST FADE 
FROM VIEW AND ARE 

ignored. 


THESE woods \ j v 

AftE HAUNT€0! 

IwSrtUST 



l VS TRUE! 
THERE'S NO 
TIME TO 


r X'll 
TEU- THE 

_ CAPTAIN? 




THERE’S NO WAY TO FORCE READERS TO TAKE A 
SPECIFIC PATH, BUT WITH EXPERIENCE, you CAN RELIABLY PREDICT 
WHAT THEY’LL PAY ATTENTION TO — AND BE DISTRACTED BY — AND 
USE THAT KNOWLEDGE TO YOUR ADVANTAGE. 









CHOICE OF FLOW IS PARTIALLY ABOUT ,| 

CLEARING YOUR READERS’ PATHS OF OBSTACLE?! 
TO A SMOOTH READING EXPERIENCE. 


equally 
important 
THOUGH, IS HOW 
THE SIGHTS ALONG; 
T HaT PATH DRAW 
THE READERS’ 



YOUR READERS ARE 

| HUMANS, just 

fecE YOU AND ME, AND 
I! WE ALL SORT 
INFORMATION THE 

SAME WAY. 


EVERY DAY, OUR FIVE SENSES TAKE IN AN OVERWHELMING AMOUNT 
OF INFORMATION, YET WE QUICKLY SEPARATE OUT WHAT WE CARE 
ABOUT FROM THE CHAOS AND DIRECT OUR ATTENTION TOWARD IT. 







LOOKING AT ^ 

the TABLE¬ 
CLOTH IN THAT 
, LAST PANEL? J 


DIDN’T 
THINK SO. 


— AND ALL THOSE 
OTHER SENSATIONS 
ARE LEFT ON THE 

CUTTING ROOM 
FLOOR. 


IN COMICS, YOU CAN DO A LOT OF 
THAT “CUTTING” BEFOREHAND TO INSURE 
THAT THE FLOW OF IMAGES READERS SEE ARE 
EXACTLY THE ONES YOU WANT THEM TO SEE, 
IN THE ORDER THAT BEST SERVE5 
. your STORYTELLING GOALS. 


M 
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WEBCOMICS have 

INTRODUCED MEW 
OPPORTUNITIES FOR — 
AMD POTENTIAL 
OBSTACLES TO — 
FLOW. 



DAILy STRIPS 

AMD SCREEN-FITTING 

COMICS PAGES flow IM 
MUCH THE SAME WAV AS THEIR 
PAPER AMD INK COUSlM5> AMD 
READING THEM IS A PRETTV 
INTUITIVE PROCESS. 


SUT MANY MULTI-PAGE 
WEBCOMICS YANK 

readers OUT of the 

STORY BY CONSTANTLY 
FORCING THEM TO 
SCROLL, THEM HUNT, 
then click, them 
SCROLL. 



TOGETHER THESE FIVE 
KINDS OF CHOICES ARE WHAT 
COMMUNICATING THROUGH 
COMICS REQUIRES — 



- AND COMMUNICATING 
WITH CLARITy MEANS MAKING 
READER COMPREHENSION YOUR 
ULTIMATE GOAL. 




-©-OF 


CHOICE 


SOME MEW EXPERIMENTAL 
FORMATS ARE DISTRACTING BY THEIR MATURE 
= COURSE, BUT EVEN THESE CAM ALLOW FOR SMOOTH 
READING IF ALL THE NAVIGATING IS DONE WITH A 
SINGLE CONTROL LIKE AN ARROW KEY. 


NO MATTER WHAT SHAPE YOUR COMICS TAKE, A5 
LONG AS NAVIGATING THROUGH THEM IS A 
SIMPLE, INTUITIVE PROCE5S, THAT PROCESS WILL BE 

TRANSPARENT to the reader -- 



MOMENT 


GOALS: 

'‘COMNECTING THE 
DOTS,” 5HOWING 

Jhe moments 
that matter and 
Hutting those 
that don’t. 


TOOLS: 

JjHE 5IX TRANSITIONS: 

ii’t^OMEMT TO MOMENT 
INACTION TO ACTION 
fejECT TO SUBJECT 
fSCENE TO SCENE 
Aspect to aspect 
SEGU tTUR 

IW2ING PANEL 
||T FOR 
CIENCy, OR 
IjNlG PANELS 
EMPHASIS. 
iCTER OF 
IT, MOOD 
gp.EA. 




CHOICE 

OF 


FRAME 


GOALS: 

SHOWING READERS 
WHAT THEY NEED 
TO SEE. CREATING 
A SENSE OF PLACE, 
POSITION AND 
FOCUS. 


TOOLS: 

FRAME SIZE AND 
SHAPE. 

CHOICE OF 
“CAMERA” ANGLES, 
DISTANCE, HEIGHT, 
BALANCE AND 
CENTERING. 

THE “ESTABLISHING 
SHOT.” REVEALING 
AND WITHOLDING 
INFORMATION. 
DIRECTING READER 
FOCUS. 


CHOICE 


IMAGE 


GOALS: 

CLEARLY AND 
QUICKLY EVOKIMG 
THE APPEARANCE 
OF CHARACTERS, 
OBJECTS, 
ENV/IRONMENTS 
AND SYMBOLS. 

TOOLS: 

EVERY ARTISTIC/ 
GRAPHIC DEVICE 
EVER INVENTED. 

RESEMBLANCE, 
SPECIFICITY, 
EXPRESSION, BODY 
LANGUAGE AND 
THE NATURAL 
WORLD. 

STYLISTIC AND 
EXPRESSIONISTS 
DEVICES TO 
AFFECT MOOD AND 
EMOTION. 


CHOICE 

OF 


WORD 


GOALS: 

CLEARLY AND 
PERSUASIVELY 

communicating 

IDEAS, VOICES AND 
SOUNDS IN SEAMLESS 
COMBINATION WITH 
IMAGES. 

TOOLS: 

EVERY LITERARY 
AND LINGUISTIC 
DEVICE EVER 
INVENTED. 

RANGE, SPECIFICITY, 
THE HUMAN VOICE, 
ABSTRACT 
CONCEPTS, THE 
EVOCATION OF 
OTHER SENSES. 

BALLOONS, SOUND 
EFFECTS AND 
WORD / PICTURE 
INTEGRATION* 


CHOICE 

OF 


GOALS: 

GUIDING READERS 
BETWEEN AND 
WITHIN PANELS, 
AND CREATING A 
TRANSPARENT AND 
INTUITIVE READING 
EXPERIENCE. 

TOOLS: 

THE ARRANGE¬ 
MENT OF PANELS 
ON A PAGE OR 
SCREEN, AND THE 
ARRANGEMENT OF 
ELEMENTS WITHIN 
A PANEL. 

DIRECTING THE EYE 
THROUGH READER 
EXPECTATIONS 
AND CONTENT. 

USING MOMENT, 
FRAME, IMAGE AND 
WORD IN TANDEM. 


WE’LL GET DOWN TO 
SOME NUTS AND BOLTS 
REGARD!NG THIS TOPIC 
IN CHAPTER FIVE, AND 
ITS ONLINE EXTENSION, 
“CHAPTER FIVE AND A 
HALF. 


FOR MOW, THOUGH, WHETHER YOU WORK IM 
PRINT, THE WES OR BOTH: improving flow 
can HELP YOUR AUDIENCE ENTER THE WORLD OF 
YOUR STORY AMO PASS FROM ONE EMO TO THE 
OTHER WITHOUT EVER BEING TORN AW A/ SY 



DO THAT, AMD 
STORYTELLING §| 
PUT ITS FULL WEl4. 
BEHIND THE “ST0f 
WITHOUT THI 
“TELLING” GE 
IN THE WAY. 



* SEE CHAPTER THREE: "THE POWER OF WORDS" FOR MORE ON 
DIFFERENT TYPES OF WORD/PICTURE INTEGRATION AND OTHER 
TECHNIQUES RELATED TO CHOICE OF WORD. 






























































































































































































































































































FRAME 


MOMENT 


FLOW 


OR YOU MIGHT 
5TART WITH A FULL 
SCRIPT* WRITTEN By 
YOU OR SOMEONE 
ELSE — 

-T/NP! IP#'- 


WORD 


MOMENT 


FLOW 


you MIGHT EVEN CREATE ONE 
FINISHED PANEL with no 

IDEA WHAT HAPPENS NEXT 


FRAME 


MOMENT 


FRAME 


MOMENT 


WORD 


WORD 


IMAGE 

















































LET’S START THEIR STORY WITH A BIG 
ESTABLISHING- SHOT to show where the 
action is taking- place, then a MIDDLE SHOT 

TO INTRODUCE CHARACTERS A AND B, AND THEN 
A CLOSE-UP ON CHARACTER A. 


NO FIREWORK5 IN THE IMAGES DEPARTMENT. 
JUST A FEW RECOGNIZABLE DETAILS, BUT OUR 
CHOICE OF IMAGE IS AT LEAST SPECIFIC. WE 
KNOW WE’RE IN A MIAMI-LIKE CITY; WE KNOW 
CHARACTER A IS A SERIOUS GUY. 


THREE MOMENTS, ACCOMMODATING THREE 
DIFFERENT FRAMES on THE SAME SCENE. 


WE COULD HAVE 
DONE MANY MORE 
FRAMES, BUT THREE 
GETS THE JOS DONE. 


WE KNOW WHAT WE NEED 
TO KNOW ~ FOR NOW. 


MOW AS A 5TART5 FOLLOWING B, NOTICE HOW 

both are shown IN frame, to reinforce their 
relative POSITIONS, also, despite changing 

VIEWING ANGLES, BOTH MAINTAIN A LEFT-TO-RIGHT 
FORWARD FLOW, TRACKING THE READER’S USUAL 
READING DIRECTION. 
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THE NEXT TWO MOMENTS ARE FRAMED A SIT TOO 
CLOSE TO SHOW US EXACTLY WHAT IS BEING 
bought or for HOW MUCH and the WOR 

AREN’T VERY SPECIFIC EITHER. CHOICE OF FRAME 
and CHOICE OF WORO ARE BOTH HOLDING 
_ _ OUT ON US! 


R' BECAUSE OF THAT DELIBERATE LACK 
OF INFORMATION, WE ONLY KNOW WHAT 
CHARACTER A KNOWS. IN FACT, PANEL TWO HERE 
S SHOT FROM A’S POINT OF VIEW, SO HIS 
discovery feels like OUR OWN. y. 


ftffc/lX.KID. IT LOOKS 
like I'VE SEEN TRtCKEP. 


NOTICE TOO HOW MANY OF THESE ACTION TO 
ACTION CHOICES ARE COMPOSED FOR 
left-to-right FLOW resulting in a SENSE 

OF FORWARD MOMENTUM. 


NOW, AS SOON AS WORDS ENTER, THE PICTURES 
ALONE WOULDN’T QUITE TELL THE WHOLE STORY. 


' WITHOUT 

“POLICE!” for 

EXAMPLE, you MI6HT 
MISS THE BADGE AND 
JUST ASSUME THAT 
CHARACTER A WAS 

A CROOK. 


YET, WHEN CHARACTER 
A TURNS HIS HEAD 

against the flow, 

it HELPS PUT ON THE 
BRAKES JUST AS 
THE ACTION SLOWS 


««>. 

LIKE IVE BEEN 



































































♦ OBVIOUSLY, THERE’S A DIFFERENCE BETWEEN GOOD 
STORYTELLING AND A GOOD STORV. I’M OFFERING 
-ruit FVAMPLE OF THE FORMER ONLY. 
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extreme 

DEPTH 

CUES* 

the sense of GREAT 
DISTANCES, EXTREME 
CLOSENESS AND THE 


X" WILD 
VARIATIONS OF 


GRAPHIC CONTRAST 

SOLD JUXTAPOSITIONS OF COLOR, 
SHAPE AND SR16HTNES5. 


EXAGGERATED POSES AND 
EXPRESSIONS!! 


VIRTUOSO 


technique. 
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Z — SPECIFICALLY, > 
MORE EXTREME 
DEPTH CUES, SOME 
DIAGONALS, more 
EXAGGERATED POSTURES, 
AMD ONE OR TWO FOURTH 
^ WALL BREAKS - v 


/ FOR EXAMPLE, IF 
WE TAKE THE BASIC 
COMPOSITIONS found 
IN OUR SAMPLE STORY, 
AMD APPLY EVEN A FEW 
OF THE5E DYNAMIC 
EFFECTS — j/ 


— THESE PAH# 
START TO FE^I 
LITTLE MORE iWk 
WITHOUT 5ACRj§ 

much CLARIT| 
the proc£?J§ 
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BUT JUST AS 

A THUNDERCLOUD NEEDS TIME TO 

GROW AND GATHER STRENGTH 
BEFORE THE RAIN ~ 


— COMICS N 
STORIES NEED TIME 
TO BUILD ON THE 

KNOWLEDGE and 
expectations OF 

READERS BEFORE THEY 
CAN DELIVER THEIR 
STRONGEST 
k MOMENT5. A 


' WHEN 

MAKING COMICS FOR 
THE FIRST TIME, IT’5 
tempting to try to 

MAKE EVERY MOMENT OF 
A STORY HIT LIKE A 

thunderstorm. 


IN SHORT, 

SOMETIMES JUST TELLING IT 
STRAIGHT, WITH CLARITY AS YOUR 
GUIDE, IS THE BEST WAY FOR 
STORIES TO GATHER STEAM — 


READERS CRAVE 
DRAMATIC CHANGES, 

BUT to HIGHLIGHT 
change requires an 
UNchanging POINT 
of REFERENCE. 


the fixed camera 
ANGLE draws 
attention to the 

ZOOM. 


THE FIXED 

THREE-BY- 

THREE 

PANEL 

GRID 

PREPARES 

FOR THE 

IMPACT OF 

THE 

FULL- 

PAGE 

PANEL. 


EXTREME POSES 


— AND THEN 

STRIKE LIKE 


the fixed, quiet BACKGROUND sets the stage for the cacophonous 

INTRUDER. 


SHE'S NEVER 
















































































ding the right balance 
:n INTENSITY AND CLARITY 
;E THAN JU5T A PRACTICAL 
CHALLENGE. 


INTENSITY 


CLARITY 


pH 






5 

SSiiinilliiiiiiiul 


— AND you WANT 
THEM TO CARE. 


m 




CLARITY IS THE 
path that leads 
to the goal of 
UNDERSTANDING- 


— BETWEEN THE JOY OF 
rELLlNG STORIES WITH A STRONG 

PERSONAL flair> making old 

)RIES SEEM NEW, TAKING READERS 

ON A THRILLING RIDE AND 
CELEBRATING VIRTUOSITY OF 
TECHNIQUE - 


— AND THE BELIEF THAT THE X 
^ STORIES MOST WORTH TELLING CAN BE 
TOLD WITHOUT ANy BELLS AND WHISTLES; 
THAT THE CHARACTERS amd EVENTSi im 
A 5TORY WILL BE REASON ENOU&H TO KEEP 
READIM6, IF THE PRE5EMTATIOH IS 

CLEAR amd EFFECTIVE. 







i; — BUT THERE ARE 

TWO PATHS you 
CAN TAKE TO GET 
YOUR READERS TO 

CARE. 


};the ideas 

jBpiESSED THROUGH 
AND BETWEEN 
Hem. 




ONE RELIES ON THE 
INTENSITY of your 


PRESENTATION 



AND THE 5EN5ATIONS 
OF THE WORLD 
YOUR STORY BRINGS 
TO LIFE. 





■a 


— WHILE THE 
OTHER RELIES ON 
THE CONTENT OF 

THE STORY 


THE HUMAN BEINGS 
THAT LIVE WITHIN 
THAT STORY. 



TAKE A BREAK. MAYBE TRY SOME 
OF THE EXERCISES LISTED IN THE 
FOLLOWING NOTES PAGES. 


THEN WE'LL SEE 


WHERE THAT SECOND 


PATH LEADS. 



































































SINCE KIRBY REINVENTED THE GENRE, WHICH WE LL 
DISCUSS IN CHAPTER SIX): 


MIDDLE-SHOT, 
WORM’S EYE 
VIEW, TILT- 


INTRODUCTION] 

CHAPTER I: WRITING WITH PICTURES* ^ 

_E 

-- ' \ 

PAGE I - GUESSING WHAT yOU WANT 

OKAY, I’M STARTING WITH SOME BIG ASSUMPTIONS j 

HERE' THE KIND OF COMIC I DESCRIBE OH PAGE ONE | 
ISN'T THE ONLY KIND OUT THERE. (IN FACT, I’LL TALK 
ABOUT THE VERY DIFFERENT GOALS SOME CARTOONISTS 
HAVE IN CHAPTER SIX.) BUT X DO THINK THIS IS T E 
GOAL MOST OF US START WITH: TO TELL A STORY THAT 
SWALLOWS THE READER WHOLE, USUALLY BECAUSE 
THAT’S THE EXPERIENCE WE HAD AS READERS THAT LED 
US TO COMICS IN THE FIRST PLACE. 

TELLING STORIES IS WHY COMICS EXISTS, AND THE 
DRIVE TO MAKE THOSE STORIES MEMORABLE, ROVING 
AND INTOXICATING IS WHAT GIVES COMICS ITS CURRENT 
SHAPE, EVEN IF TOO MANY ARTIST5 FAIL AT THAT 
MISSION. 

IT>5 LIKE LEARNING ABOUT SEX. EVEN IF MAKING BABIES 
IS THE LAST THING ON YOUR MIND, UNDERSTANDING 
HUMAN SEXUALITY STILL STARTS WITH THE REPRODUC- 
TIVE SYSTEM. 

PAGE 2, PANEL 2 - TEACHING MVSELF 

NO JOKE. I’M PLANNING A MAJOR GRAPHIC NOVEL AS 
MY NEXT BIG PROJECT AND CREATING THIS BOOK HAS 
HELPED ME PREPARE FOR IT. I HAVE A LOT OF SAD 
HABITS TO GET RID OF! 

PAGE 5, PANEL I - ON MV EXAMPLES 

THIS BOOK IS BLACK AND WHITE SO MOST OF MY 
EXAMPLES COME FROM GRAPHIC NOVELS, MANGA OR 
COMIC STRIPS WHICH FEATURE REPRODUCIBLE BLACK 
LINE ART. MOST WEBCOMIC5, SUPERHERO COMICS AND 
CLASSIC EUROPEAN COMICS ARE IN COLOR AND HARDER 
TO REPRODUCE, SO YOU WON’T SEE AS MUCH OF THAT 
WORK REPRESENTED UNLESS THOSE SUBJECTS COME UP 
DIRECTLY IT’s NOT MY PERSONAL PREFERENCE, JUST 
KEEPING THE EXAMPLES AS SHARP AND READABLE AS 
POSSIBLE MOST OF THE5E IDEAS SHOULD APPLY TO ALL 
KINDS OF COMICS. THAT SAID, IF I CAN PICK A COMIC I 
ADMIRE TO MAKE A GIVEN POINT, I PROBABLY WILL. 

PAGE )‘?-25 - FRAMES AND GENRES 

CHOICE OF FRAME CAN DIFFER FROM GENRE TO GENRE. 
SUPERHERO COMICS TEND TO FEATURE CONTRASTING 
DISTANCES, CHANGES OF HEIGHT AND LOTS OF DIAGO¬ 
NALS TO KEEP THINGS LOOKING DYNAMIC CAT LEAST 

. WILL EISNER HAS REFERRED TO HIMSELF AS “A WRITERT«HCI WRITES 
WITH PICTURES” AMD IVE HEARD ART SPIEGELMAN TALK ABOUT 
OP “PICTURE WRrn'tf’- SO THIS ISM’T MV TERM. 





EXTREME 
CLOSE-UP, 
- TILT 


long-shot, 
BIRD’S EYE 
VIEW - 


LONG-SHOT, 
TILT - 






middle 

CLOSE-UP 


,N A DAILY GAG STRIP, ON THE OTHER HAND, AN ARTIST 
MIGHT GO FOR MONTHS WITHOUT EVER MOVING THE 
“CAMERA” TO GIVE THE COMIC A MUNDANE, DOWN TO 
EARTH FEELING ON THE ASSUMPTION THAT DRAMATIC :J 
STAGING WOULD UNDERCUT THE HUMOR: ; 






FIXED MIDDLE-SHOT, FIXED ANGLE, NO TILT 

PAG-E 2? ~ DRAWING STYLES AND MOOD 

FOR A WHOLE CHAPTER ON HOW DRAWING STYLES CAN : 
AFFECT MOOD, SEE UHDERSTAHDIN6 COMICS , CHAPTER. 
FIVE, ‘'LIVING IN LINE.” 

PAGE 36 - FLOW AND PANEL SHAPE 

FLOW CAN BE AFFECTED BY PANEL SHAPE IN VARIOUs| 
WAVS. YOUR READERS INSTINCTIVELY KNOW THAT AS j 
THEIR EYES MOVE ACROSS A ROW OF PANELS, THEY Rig 
MOVING FORWARD IN TIME, SO A ROW OF NARROW 
PANELS WHICH DIVIDE THE READING FLOW INTO SHORJ 
I BURSTS ARE USEFUL FOR FAST, CHOPPY SEQUENCES. | 


WHILE WIDER PANELS CAN BE USED FOR MOMENTS 1 
SHOULD PASS MORE SLOWLY. 

“■**.*•*' Jf f &■& 




PAGE 37 - CATEGORIES AND LIMITATIONS 


PAGE 46 - INTENSITY BOOSTERS 


ARTISTS HAVE BEEN DRAWING WONDERFUL COMICS 
STORIES FOR WELL OVER A HUNDRED YEARS WITHOUT 
WORRYING ABOUT TERMS LIKE MY FIVE CHOICES, OF 
COURSE. A LOT OF PURE INSTINCT GOES INTO MAKING 
COMICS. THESE IDEAS ARE MEANT TO SUPPLEMENT 
AND INFORM THOSE INSTINCTS, NOT REPLACE 
THEM. 


IF YOU’RE CREATING A COMfC, AND A PARTICULAR PANEL 
OR PAGE DESIGN JUST FEELS RIGHT TO YOU, GO FOR IT. 
JUST BECAUSE YOU DIDN’T GO DOWN ONE OF MY NERDY 
CHECKLISTS FIRST DOESN’T MAKE IT ANY LESS VALID. 

BUT, WHEN YOU COME BACK TO THAT COMIC AND 
SOMETHING NO LONGER FEELS QUITE RIGHT, OR WHEN A 
FRIEND READS IT AND DOESN’T GET IT, THAT’S WHEN I 
CAN PROMISE THAT YOUR SOLUTION LIES IN ONE OF 
THOSE FIVE COLUMNS. THAT’S WHEN YOU MAY WANT TO 
RECONSIDER SOME OF THE CHOICES YOU’VE MADE AND 
CONSIDER THE ALTERNATIVES. 


PAGE 38 - ART STAGES 

CREATING FINISHED ART HAS TRADITIONALLY INCLUDED 
SOME KIND OF UNDER-DRAWING WITH LIGHT CHARD) 
PENCIL AND/OR LIGHT BLUE PENCIL TO GET DETAILS 
AND PROPORTIONS RIGHT, FOLLOWED BY FINISHED INK 
DRAWINGS. IN THE INDUSTRY OVER THE YEARS, THESE 
I;SEPARATE TASKS — OFTEN PERFORMED BY SEPARATE 
ARTISTS — BECAME KNOWN AS “PENCILLING” (SIC) AND 
"INKING.” 


# ‘ll'i' ' U , "W 

wr :,i 

mx \ : ■, ■•/./• f l 
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glOT OF LONE COMICS ARTISTS STILL SPLIT THEIR 
gOMICS ART INTO THESE SEPARATE STAGES. IT MAKES 
pNSE TO HAVE A NON-PERMANENT WAY TO WORK OUT 
M|re lines are going to go before ink hits paper. 

I’M RELUCTANT TO USE THE TERMS BECAUSE 
gP|y,DON’T FIT WELL WITH OTHER TYPES OF FINISHED 
@®p(k£ PAINT OR DIGITAL MEDIA. 

B|r SAID, MOST CARTOONISTS GO THROUGH A FEW 
J||£ES ON THEIR WAV TO FINISHED ART, INCLUDING: 

^|| ROUGH LAYOUT STAGE WHEN THEY FIGURE OUT 
^ipERE EVERYTHING IS GOING TO GO ON THE PAGE. 
^g^NCILLlNG-LlKE STAGE WHEN THEY WORK OUT 

«p E Proportions and details of characters 
IP objects in their story 
M^ ,SHed art STAGE WHEN RENDERING DECISIONS 

§§! made final. 



ALTHOUGH THESE TECHNIQUES ARE DISCUSSED HERE AS 
WAY5 TO PUNCH UP THE SURFACE APPEAL OF A WORK, 
THERE ARE ALSO PLENTY OF STRAIGHTFORWARD 
NARRATIVE USES, INCLUDING: 

EXTREME DEPTH CUES TO IMPLY THE EXTREME SI2E OR 
MASS OF A CHARACTER OR OBJECT: 



TILTED ANGLE5 TO REFLECT A CHARACTER’S SENSE OF 
DISORIENTATION: 



OR HYPER-RENDERING TO SHOW IMPORTANT DETAILS OF 



PAG-E 47, PANEL 7 - CLARITY WITHOUT 
INTENSITY 


IT’S ACTUALLY PRETTY INTERESTING WHEN CARTOON¬ 
ISTS TRY DIALING DOWN THE INTENSITY NEARLY ALL 
THE WAY. CHESTER BROWN’S LOUIS RIEL INCLUDES 
STATIC CHARACTER POSTURES, VERY FEW CLOSE-UPS 
AND SOME DELIBERATELY MONOTONOUS LAYOUTS, BUT 
THE DRAMATIC EVENTS STILL PULL THE READER IN: 
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GENERALLY SPEAKING, THE “ALTERNATIVE COMICS” 
SCENE, INCREASINGLY ASSOCIATED WITH THE LITERATE 
GRAPHIC NOVEL MOVEMENT, USES THE DYNAMIC 
ACCENTS DISCUSSED ON PAGE 46 ONLY SPARINGLY, 
CREATING MOOD5 MORE AKIN TO A STAGE PLAY THAN A 
HOLLYWOOD BLOCKBUSTER. BROWN’S LOUIS RIEL IS AN 
EXTREME EXAMPLE, BUT LOOK AT MATURE GRAPHIC 
NOVELS LIKE SPIEGELMAN’S MADS, WARE’S J/MMY 
CORRIOANO R MARJANE SATRAPI’S PERSEPOUS FOR 
EXAMPLES OF THAT GENRE’S MORE RESTRAINED ANGLES 
AND COMPOSITIONS. 


# 2 - CHOICE OF MOMENT/CONNECTING' THE 
DOTS (PAGES 13-14) 

PICK A FEW OF YOUR FAVORITE COMICS AND TRY TO FIND 
AT LEAST ONE PANEL THAT COULD HAVE BEEN CUT 
WITHOUT ADVERSELY AFFECTING THE CLARITY OF THE 
STORY. CONSIDER WHAT MIGHT HAVE PROMPTED THE 
CREATORS) OF THE COMIC TO INCLUDE IT IN THE FIRST 
PLACE. WAS IT MEANT TO SLOW DOWN THE ACTION? OR 
FILL SPACE BEFORE A PAGE TURN? WAS IT GENUINELY 
USELESS OR WAS THERE A SUBTLER PURPOSE IN 
MIND? 


# 3 - THE SIX TRANSITIONS (PAGES 15-18) 

PICK ONE OF THESE THREE MINI-PLOTS AND CREATE A 
ROUGH SINGLE PAGE COMIC ABOUT IT USING ONLY ONE 
OF THE TRANSITION TYPES FROM PAGES 16 AND 17: 

• THE QUEEN DIED AND THE KING DIED OF GRIEF 
AFTER HER. 

• BOY MEETS GIRL, BOY LOSES GIRL. 

• DOG EATS DOG, DOG BURPS, DOG FIGURE SKATES. 

THEN TRY DRAWING A NEW PAGE OF THE SAME PLOT 
USING A DIFFERENT KIND OF TRANSITION AND SEE HOW 
i T affects THE STORYTELLING STYLE AND MOOD OF 
YOUR COMIC. 


OPTIONAL EXERCISES 


# 4 - CHOICE^iPF FRAME (PAGES 19-25) 

BUY THE LATEST COMIC BY YOUR FAVORITE CREATOR. 
DON’T LOOK INSIDE, BUT INSTEAD GET A COMICS-SAVW, 
FRIEND TO COPY JUST THE PANEL BORDERS FROM A 
FEW PAGES AND WRITE A SHORT DESCRIPTION OF 
WHAT’S GOING ON IN EACH PANEL. TRY TO GUESS HOW , 
YOUR FAVORITE CREATOR COMPOSED EACH PANEL AND 
DRAW A ROUGH VERSION INSIDE THE BORDERS. THEN 
TAKE a LOOK AT THE PRINTED COMIC AND COMPARE j 
YOUR ROUGH VERSION TO THE REAL THING. 


NOTE: IF YOU’D LIKE TO EXPLORE SOME OF THESE 
TOPICS FURTHER (OR IF YOU’RE A TEACHER WHO’D LIKE 
TO INCORPORATE SOME OF THESE IDEAS INTO A 
CLASSROOM SETTING) I’VE INCLUDED SUGGESTIONS 
FOR EXERCISES IN THE NOTES SECTIONS OF THE FIRST 
FOUR CHAPTERS. THEY AREN’T NECESSARY TO GRASP 
THE IDEAS IN THIS BOOK, BUT YOU MIGHT FIND THEM 
USEFUL FOR GETTING A MORE HANDS-ON UNDERSTAND¬ 
ING OF THE COMICS-MAKING PROCE55. 


# I - CHOICE OF MOMENT (PAGES 11-18) 

PICK A FAVORITE MOVIE AND TRY ROUGHLY BREAKING 
DOWN THE STORY INTO JUST SIXTEEN KEY MOMENTS 
USING ONLY PICTURES, NO WORDS. MAKE SURE THEY’RE 
CLEAR ENOUGH AND CONNECTED ENOUGH THAT A 
FRIEND WHO HASN’T SEEN THE MOVIE CAN TELL YOU 
WHAT’S GOING ON WITHOUT ANY ADDITIONAL EXPLANA¬ 
TION QUESTION: IF YOU HAD TO CUT TO JUST EIGHT 
PANELS, WHICH ONES WOULD YOU DROP? HOW MANY 
PANELS WOULD BE ENOUGH TO SHOW ALL OF THE KEY 
MOMENTS OF THE STORY? 


# 5 - CHOICE OF FRAME (PAGES 19-25) 

SKETCH A 16-PANEL GRID ON A PIECE OF TYPING PAPE 
WITH A SIMPLE STANDING FIGURE IN THE FIRST PANEL? 



ABOVE: ART BY CHESTER BROWN 
CSEE ART CREDITS. PA6E 258). 
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ASK a FRIEND TO DECIDE WHAT YOUR CHARACTER 
SHOULD DO IN PANEL TWO. DRAW THE SUGGESTION AND 
CONSIDER WHETHER IT WAS NECESSARY TO CHANGE THE 
VIEWING ANGLE. IF YOUR CHARACTER ENCOUNTERS AN 
ELEPHANT, DO YOU HAVE TO PULL BACK? IF HE/SHE 
CLIPS A TOENAIL, DO YOU HAVE TO PULL IN? DO ANY OF 
THE SUGGESTIONS REQUIRE A TILT OR ROTATION OF 
VIEWING ANGLE? DO ANY REQUIRE A CHANGE OF 
ELEVATION? REPEAT UNTIL THE PAGE IS FILLED/ 


* 6 - CHOICE OF IMAGE (PAGES 26-29) 

TEST YOUR VISUAL MEMORY. TRY MAKING SIMPLE 
DRAWINGS OF FIVE COMPLEX ITEMS FROM MEMORY 
(EXAMPLES: A FIRE HYDRANT, YOUR FAVORITE 
SKYSCRAPER, A PAIR OF SCISSORS, A SNEAKER, A GAME 
CONTROLLER...). THEN FIND THE REAL THING OR CHECK 
THE WES FOR PHOTOS. STUDY THE DIFFERENCES. THEN 
DRAW THE SAME ITEM5 AGAIN FROM MEMORY AND SEE 
IF YOU CAN CAPTURE THEM MORE EFFECTIVELY. 

ALTHOUGH DRAWING FROM MEMORY ISN’T AS NECESSARY 
ffODAY AS IT WAS FOR MY GENERATION (YOU CAN 
PRETTY MUCH FIND A PHOTO OF ANYTHING ONLINE) 
PRACTICING IT CAN HELP ISOLATE THE MOST IMPOR- 
TANT STRUCTURAL DETAILS OF SUBJECTS THAT CAN 
JOG READERS MEMORIE5 WITHOUT OVERLOADING THEM 
WITH UNNECESSARY DETAILS. 

FOR EXAMPLE, IF ASKED TO QUICKLY SKETCH A BICYCLE 
. FROM MEMORY, A LOT OF PEOPLE MIGHT SKETCH 
SOMETHING LIKE THIS: 



BtlT WITH REFERENCE, THE SAME NUMBER OF LINES 
MIGHT BETTER CAPTURE THE BASIC SHAPES OF A REAL 
SfCYCLE: 



1 f CHOICE OF IMAGE (PAGES 26-29) 

AN YOU DRAW AN UNOCCUPIED ROOM WITH ENOUGH 
HAIL THAT A FRIEND CAN TELL YOU AT LEAST TEN 
gNlNGFUL THINGS ABOUT THE KIND OF PERSON THAT 
SS THERE, JUST BY LOOKING AT YOUR DRAWING? 


®’ E: SEE CHAPTER 3 FOR CHOICE OF WORD EXERCISES.] 



# 8 - CHOICE OF FLOW (PAGES 32-36) 

FIND A COMIC OR GRAPHIC NOVEL WITH A LOT OF 
VARIATIONS IN FRAME SIZE AND SHAPE. PICK AT LEAST 
TEN PAGES AND CONSIDER HOW YOU MIGHT ARRANGE 
THE SAME PANELS IF YOU HAD TO FIT THEM ONTO THE 
PAGES OF A DIFFERENTLY-SHAPED BOOK. WOULD SOME 
PANELS HAVE TO BE ADDED OR SUBTRACTED? HOW 
DOES THE NEW LAYOUT AFFECT TURN-OF-PAGE 
MOMENTS? CAN YOU KEEP THE READING ORDER EA5Y TO 
FOLLOW? 

# 9 - CLARITy VERSUS INTENSITY (PAGES 
45-52) 

CAN YOU FIND A COMIC WHERE THE CLARITY OF SOME 
5CENES COULD BE IMPROVED BY DIALING DOWN THE 
INTENSITY OF SOME LAYOUTS? CAN YOU DO A ROUGH 
SKETCH OF YOUR IMPROVED VERSION? CONVERSELY, CAN 
YOU FIND A COMIC WHICH COULD BENEFIT FROM THE 
ADDITION OF SOME INTENSITY, WITHOUT SACRIFICING 
CLARITY IN THE PROCESS? HOW WOULD YOU GO ABOUT 
IT? 

# 10 - LOOSENING-UP EXERCISES 

A. QUANTO COMICS (INVENTED BY THE LEGENDARY 
DEWAN BROTHERS, TED AND BRIAN). GET TOGETHER 
WITH ONE OR MORE COMICS-MAKING FRIENDS. GET A 
FEW BLACK MARKERS AND SOME PLAIN WHITE PAPER, 
EACH ARTIST TAKES A FEW MINUTES MAKING A TITLE 
LOGO ON THE TOP OF A PAGE (TITLES SHOULD BE 
SOMETHING GENERAL LIKE “IS THAT YOUR DAD?,” 

“BLIND DATE,” “IGNORE IT AND IT WILL GO AWAY,” 
“CL05ED MONDAYS,” ETC.; AVOID OVERLY SPECIFIC 
TITLES LIKE “POPE BENEDICT AND JAMfROQUAI GO 
5KYDIVING OVER PENNSYLVANIA”). EACH ARTIST THEN 
TRADES PAGES AND DRAWS A ONE-PAGE COMIC TO 
MATCH SOMEONE ELSE’S TITLE. REPEAT UNTIL 
SLEEPY. 

B. THE 24-HOUR COMIC (begun IN mo as a 
CHALLENGE TO MY PAL STEVE BISSETTE). DRAW AN 
ENTIRE 24 PAGE COMIC BOOK IN A SINGLE 24-HOUR 
PERIOD. NO SCRIPT. NO PREPARATION. ONCE THE CLOCK 
STARTS TICKING, IT DOE5N’T STOP UNTIL YOU’RE DONE. 
GREAT SHOCK THERAPY FOR THE CREATIVELY BLOCKED. 
OVER 1,000 ARTISTS HAVE GIVEN IT A TRY SO FAR/ 

SUGGESTIONS: START IN THE MORNING, AFTER A FULL 
NIGHT’S 5LEEP. PLAN TO HAVE PLENTY OF FOOD, 

CAFFEINE AND MUSIC AT THE READY. AND IF YOU DON’T 
DO IT AT HOME, YOU MIGHT WANT TO HAVE A FRIEND OR 
FAMILY MEMBER GIVE YOU A RIDE WHEN YOU’RE DONE. 

IF YOU WANT TO MAKE YOUR COMIC IN THE COMPANY OF 
OTHER CRAZY ARTISTS, CHECK OUT 24HOURCOMICS.COM 
FOR DETAILS ON 24-HOUR COMICS DAY, AN ANNUAL 
CELEBRATION DURING WHICH GROUP EVENTS ARE HELD 
AT COMICS STORES AND OTHER LOCATIONS IN SEVERAL 
COUNTRIES. 


ADDITIONAL NOTES (INCLUDING MORE DETAILS ON THE 
24-HOUR COMICS CHALLENGE) CAN BE FOUND AT: 
WWW.SCOTTMCCLOUD.COM/MAKINGCOMIC5 
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P iM FACT, THEY LOVE 
gjCH STORIES SO MUCH, 
^ THEY’LL MAKE ONE UP 
| pgOM THE SLIGHTEST 
HINT. 




IM SHORT, CREATING A HUMAN] BEING IN 
THE MIND OF THE READER IS EASY. JUST 
A FEW LINES IS ALL IT TAKES AND YOUR 
READERS WILL DO THE REST. 



iiiiiiimiii»iiiiiii»iaiiMniiiii»i«BiitfB«B]iiiiii 


BUT IF YOU WANT THEM TO SEE A SPECIFIC 
PERSON, WITH A SPECIFIC APPEARANCE AND 
SPECIFIC HOPES AND DREAMS, THAT'LL 
TAKE A FEW EXTRA STEPS. 










































































































































































































































































































































































































































































CREATING- A COMPELLING- INNER LIFE 
FOR YOUR CHARACTERS MAY BE THE MOST 

important, and least UNDERSTOOD, 

ASPECT OF CHARACTER CREATION. 



a 


y &y \ 

GOING 

DEEPER INTO 
CHARACTERS’ 
MINDS, WE CAN 
LOOK FOR THOSE 
FACTORS THAT 
GIVE THEM A 
REASON FOR 
EVERYTHING 
THEY DO AND 
K SAY — i 




BEGINNERS KNOW THAT EACH CHARACTER NEFnli 

A "PERSONALITy” — 

^W HO’S THE ONE ON THE FRiD GE^HON^^^^B 


BUT OFTEN THAT MEANS A LIST OF 
BEHAVIORAL TRAITS WITHOUT A SPECIFIC 
ORIGIN OR UNIFYING PURPOSE. 


*»•& ; 

IfelNG COMMON GROUND 
^een the EXPERIENCES OF YOUR 
A BACTERS AND THOSE OF THE 
TAN HELP EMOTIONALLY 


— AND HELP US 
PREDICT what 

THEY’LL DO IN ANY 
GIVEN SITUATION — 

CreovJtP 


— TO SUCH AN | 
EXTENT THAT THE$f 
VIRTUALLY WRITE 1 

THEMSELVES! | 


A GOOD PLACE 
TO START IS WITH 
YOUR CHARACTERS’ 

LIFE HISTORIES. 


WHERE WERE YOUR 
CHARACTERS 
RAISED? WHAT 
KINDS OF PARENTS 
DID THEY HAVE? 
WHAT’S THE BEST 
THING THAT EVER 

happened to 

THEM? AND THE 

WORST? 












WHO WERE THEIR 
HEROES? WHAT 
WERE THEIR | 
STRUGGLES? 
ALL THESE % 
THINGS AND ,| 
MORE CAN HELP | 
SHAPE WHO THEY 
ARE. 


JUST CONSIDER 
YOUR OWN 
HISTORY AND 
HOW IT SHAPED 

you. 
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PAGE 258). 



























































OF COURSE* COMIC5 
IS A VISUAL 
MEDIUM - 


-- SO ^ 

that internal variety of 

CHARACTER TYPES WILL MEED AM 
OUTWARD VARIETY of VISUAL 
DESIGNS TO MATCH. 


VARIETY amp 
DISTINCTION IM 
character design 

ARE IMPORTANT FOR 
A FEW REASONS. 


MOW, DRAWING PEOPLE IS HARD FOR ^ 
SOME OF US, SO I UNDERSTAND WHY MANY 
ARTISTS RELY ON THE SAME BASIC FACE AND 
N. FIGURE AGAIN AND AGAIN. ^ 


BUT ADDING 
VARIETY DOESN’T 
REQUIRE YOU TO BE 

A MASTER 
DRAFTSMAN. y 


IT JUST MEANS 
TAKING A CL05ER 
LOOK AT YOUR 
ARTWORK AND ASKING 
YOURSELF A FEW 
QUESTIONS. 





ON A PURELY PRACTICAL LEVEL, THEY HELP 
the READER KEEP TRACK OF WHO’S WHO. 
A CAST OF CHARACTERS THAT ALL LOOK THE 
SAME CAN BE CONFUSING. 


( Sf>Aft.T/\CU$!)\5MWCUXJ CAHireu _ THe 

r^KP*f=f£R£NCE^ 


SOME STRIVE TO MAKE EVERY ONE OF THEIR 
CHARACTERS BEAUTIFUL, AND IN DOING 
SO RELY ON THE SAME IDEAL FACE AND 
BODY REPEATEDLY. 




& 




PAMEl 5EVEM: ART BY RUMIKO TAKAHASHl 
(SEE ART CREDIT5, PA&E 258). 





AND EVEN IF DETAILS LIKE FACIAL HAIR AND 
CLOTHING ARE THROWN IN TO DISTINGUISH 
THEM, TOO MUCH SIMILARITY IN CHARACTERS’ 
UNDERLYING APPEARANCE CAN LEAD TO A 

BLAND COOKIE-CUTTER look. 


a 10 ! 

£XeJ m)E! 


ifr 


NO, IT CANT SET.A-E,' 






BUT BEAUTY IS MORE 
EFFECTIVE WHEN 
G \VEN A BASIS FOR 

COMPARISON — 


— AND THERE ARE 
MANY DIFFERENT 

KINDS of beauty 
TO choose from. 


DEEPER DIFFERENCES of face and body type 

HELP READERS KEEP TRACK OF YOUR CAST, AND 
GIVES them A UNIQUE VISUAL REMINDER OF 
CHARACTERS’ DIFFERENT PERSONALITIES. 


o: 



AS YOUR READERS GET 
TO KNOW YOUR CAST, 
THOSE FEATURES WILL 
come TO SYMBOLIZE 
WHAT EACH CHARACTER 
MEANS TO THEM — 


" JUST AS 
REAL-LIFE PHOTOS OF 
our FRIENDS AND 
FAMILY can recall 

THE WHOLE PERSON IN 
OUR MEMORIES. 















































CARTOONY STYLES ACCOMMODATE MORE 
DRAMATIC variations in body TYPE5> so such 
EXTREME DIFFERENCES HAVE TRADITIONALLY 
BEEN ASSOCIATED WITH ALL-AGES TITLES. 


BUT IN SOME COMICS 
CULTURES, DRAMATIC 
STORIES HAVE ALSO 
BENEFITED FROM 


AND EVEN REALISTICALLY PROPORTIONED 
FIGURES CAN SHOW DISTINCT VARIATIONS IN 
SHAPE, SIZE AND OTHER FEATURES. 


#§\i 


PAY SPECIAL ATTENTION TO EYES. I FOUND WHEN 
DOING ZOTl THAT I COULD HIGHLIGHT CHARACTERS’ 
UNIQUE QUALITIES BY GIVING EACH ONE A UNIQUE 
and EASILY RECOGNIZED pair of EYES. 
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AS WITH INNER 
DRIVES, SOMETIMES A 
CHARACTER'S OUTER 
APPEARANCE CAN BE 
BUILT AROUND A 
SINGLE IDEA. 


— OR JUST UNDER 
the SURFACE, AS IN 
LEE AND KIRSY’5 
FANTASTIC FOUR . 


WMm. 


DREAM 
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THESE ARE THE 
THREE COMPONENTS OF 

SUCCESSFUL 




DESIGN. 


< 5 * 

^ mi 



an inner 

LIFE 


VISUAL 

DISTINCTION 


THEy PRESENT 
DIFFERENT 
CHALLENGES, 
BUT ALL SHARE A 
COMMON 
STRATEGY: 


EXPRESSIVE 

TRAITS 




s 


O ' \ \- 



\L 



Jh V 


- 


like PLANETS> 

KEPT APART IN 
THEIR SEPARATE 
ORBITS BUT HELD 
TOGETHER BY 
GRAVITY. 


IjjvJ 

6 pi 

feais*. 

■1 



MAINTAINING A 
CONSISTENT LOOK 
FOR YOUR CAST IS PART 
OF THAT CHALLENGE — 


— AND ANOTHER 
WAY IN WHICH MODEL 
SHEETS CAN HELP. 


ttnijjiiir/xiiifA'i 


DON’T WORRY ABOUT MATCHING YOUR ART TO 
THE MODEL SHEET EXACTLY. THERE’S NOTHING 
WRONG WITH A LITTLE DYNAMIC VARIATION — 
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THEM) TO BE 
EXACT. 


AN6ER 


IM 1872, DARWIN 
WROTE THAT SOME 
EXPRESSIONS MIGHT BE 
UNIVERSAL, A view 
SHARED BY MODERN 
EXPRESSIONS EXP' 

LIKE PAUL EKMAN. 


THE HUMAN 
FACE CAN TAKE ON 
ANY NUMBER OF 
SHAPES IN THE 
COURSE OF A DAY. 


SOME INDICATE 
PHYSICAL 
STATES 5UCH 
AS PAIN OR 
EXHAUSTION. 


50ME ARE N 
MEANT TO 
COMMUNICATE 
WITH OTHERS 

, DIRECTLY. , 


* 5E6 StBUO&RAPHy. 


THESE ARE the BASIC EMOTIONS WHICH 
ALL HUMAN BEINGS EXHIBIT, REGARDLESS OF 
CULTURE, LANGUAGE or AGE, A SMALL 
HANDFUL OF “PURE” EXPRESSIONS FROM WHICH 
OTHERS ARE DERIVED. 


THE RESULTS 
OF THAT PROCESS 
CAN BE VARIED AND 
COMPLEX, BUT AT ITS 
SOURCE ARE A FEW^ 
SIMPLE BUILDING 
BLOCKS. 


BUT THE LION S 
SHARE OF THE 
FACE’S POWER TO MOVE 
US LIES IN ITS ABILITY 
TO CONVEY BASIC 
HUMAN 
EMOTIONS. 


AND THERE ARE! 
BUT JUST AS THREE 
primary COLORS 
can be MODIFIED OR 
MIXED TO ACHIEVE 
EVERY COLOR OF THE 
RAINBOW ~ 


" 50 TOO CAN 

THESE EMOTIONAL 
PRIMARIES BE 
MODIFIED AND 
MIXED TO CREATE 
MANY OF THE 
EXPRESSIONS WE SEE 
EVERY DAY. 


NOW, SOME OF YOU 
MIGHT BE THINKING 
“THAT CAN’T BE IT/ 
THERE ARE FAR 
MORE EXPRESSIONS 
THAN THOSE.” 


ref 




■! 


PUTTING FACIAL EXPRESSIONS TO USE IN COMICS REQUIRES YOU TO TACKLE FOUR SUBJECTS: 


AND HOW FACIAL 
EXPRESSIONS WORK 
IN COMICS-STYLE 

SEQUENCES. 


THE VARIOUS 
STRATEGIES FOR 

RENDERING 

THOSE EXPRESSIONS 

GRAPHICALLY. 


HOW THOSE 
EXPRESSIONS ARE 
FORMED BY THE 

MUSCLES OF 

THE FACE. 


THE DIFFERENT 
KINDS OF FACIAL 
EXPRESSIONS AND 
WHERE THEY COME 
FROM. 

























FOR EXAMPLE, BY 
VARYING THE 
INTENSITY of 
OUR PRIMARIES YOU 
CAN SEE OTHER 
FAMILIAR EMOTIONS 
EMERGE. 


ANGER 


INDIGNATION 


REVULSION 


DISGUST 


AVERSION 


DISDAIN 


SO INGRAINED 
ARE THESE 

INTERMEDIATE 

EMOTIONS THAT 
EACH ONE CARRIES A 
SPECIFIC MEANING — 


TERROR 


ANXIETY 


CONCERN 


LAUGHTER 


AMUSEMENT 


SATISFACTION 


MELANCHOLY 


DEJECTION 


SHOCK 


SURPRISE 


WONDER 
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THROW IN 

MIXTURES of 
THE OTHER 
INTENSITIES - 


w — AMD THE NUMBER OF ^ 
DISTINCT EMOTIONAL 
EXPRESSIONS you have at your 
FINGERTIPS CAM GROW TO WELL 
V OVER A THOUSAND. V 


REMEMBERING 
A DECEASED 
LOVED ONE. 


MODERATE JOY 


BUT THERE’S A 

world OUTSIDE 
THOSE FACES THAT 
CAN ALSO PLAY A 
PART IN FACIAL 
EXPRESSIONS. 


EMOTION 

HAS NO 

DIRECTION. 

IT COMES FROM 

WITHIN, 


FOR EXAMPLE, NOTICE 
HOW ALL OF THE FACES 
STEMMING FROM THE 
EMOTIONAL PRIMARIES 
HAVE BEEN LARGELY 
SyMMETRICAL? 


AND THERE 
ARE OTHER 
FACTORS WHICH 
CAN ADD EVEN 
MORE VARIETY. 
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THESE ARE THE VISUAL SIGNALS WE SEND TO 
EACH OTHER DIRECTLY, OFTEN IN COMBINATION 
WITH BODV LANGUAGE SIGNALS LIKE HEAD AND 
HAND POSITION AND GAZE DIRECTION. 


THEY’RE DEEPLY ROOTED IN OUR INBORN 
EMOTIONAL EXPRESSIONS AND STILL 
affected by PHYSICAL STATES ~ 


— BECAUSE WHEN YOU THROW IN ALL 
THE MANY WAYS WE USE OUR FACES AS A 
FORM OF DIRECT SPECIALIZED 

SIGNAL ~ ^ 


/ — NO SYSTEM \ 

OF ANALYSIS COULD 
EVER BEGIN TO 
CATALOG ALL THE 
DIFFERENT TYPES OF 
FACIAL EXPRESSIONS 
YOUR CHARACTERS 
\ COULD WEAR! / 


THEY ARE, FOR ALL INTENTS AND PURPOSES, A 

LANGUAGE — though a language only 

PARTIALLY UNDER our CONSCIOUS CONTROL. 


— BUT THEY ADD AN EVER-CHANGING GLOSSARY 
OF CULTURALLY-5PECIFIC SIGNS AND SYMBOLS 
UNDERSTOOD BY BOTH SENDER AND RECEIVER. 
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EACH 

EXPRESSION 
HAS TO MATCH 
A FEW KEy 

FEATURES 

TO BE 




BUT, ONCE THOSE KEY FEATURES ARE IN 
PLACE, THE SENDER CAN SPIN THAT EXPRESSION 
IN ANY NUMBER OF DIRECTIONS. 


IN SOME CASES, AN ATTEMPT TO STOP 
SHOWING EMOTION CAN ACTUALLY BE ONE OF 
THE KEY FACTORS THAT MAKE A GIVEN FACIAL 
EXPRESSION RECOGNIZABLE. 


IN FACT, ADULT SOCIETY RELIES, IN LARGE PART, 
ON THE SUPPRESSION OF BASIC EMOTIONS. THE 
WAYS IN WHICH WE SUPPRESS AND REDIRECT THEM 
ARE THE 50URCE OF MUCH OF OUR EXPRESSIONS’ 

VARIETy and DEPTH. 






MISTREAT MY 
DAUGHTER AND 
I’LL HAVE YOU 
KILLED. ^ 


OH, C’MON. YOU 
DON’T REALLY 
EXPECT ME TO 
BELIEVE THAT? 


WE CATCH YOU 
MAKING PERSONAL 
CALLS AGAIN, 
YOU’RE FIRED. > 


YEAH, YOU’RE A 
LIAR... BUT YOU’RE 
MY KIND OF LIAR! 


A BIT OF AN EMOTION 
LIKE DISGUST CAN BE 
ADDED, FOR EXAMPLE, 
TO GIVE SUSPICION A 

DISDAINFUL AIR. 


BUT IF THAT EMOTION 
BECOMES THE FACE’S 
DOMINANT VISUAL 
STATEMENT, THE 
EXPRESSION CAN BE 

HIJACKED. * 


IN REAL LIFE, WE 
ACHIEVE THESE KINDS 
OF PRECISE EFFECTS 
WITHOUT MUCH 
CONSCIOUS KNOWLEDGE 
OF HOW WE DO IT. 


LOOK AT THE 

SMILES in 
SNAPSHOTS AND 
EACH WILL SEEM AS 
UNIQUE AS A 
SNOWFLAKE. 


A5 PART OF HUMAN 
SOCIETY, WE ALL WANT 
TO SEE PAST EACH 
OTHER’S FACES TO THE 
PERSON WITHIN. 



WE DON’T WANT TO 
DECONSTRUCT THEM 
TO THE POINT WHERE 
THE HUMAN FACE 
SEEMS LIKE A 
MACHINE. 


BUT AS 
ARTISTS HOPING 
TO REPRODUCE 
TH05E INNER 
PERSONALITIES IN 
THE MINDS OF OUR 
READERS — 







































































FACIAL MUSCLES 


ORBICULARIS 
OCULl, WHICH 
SQUEEZES THE 
EVE AS IN 
SQUINTING, 50 
LET’S CALL IT 
THE 

, SQUINTER. 



the CORRU&ATOR, which 

PUSHES DOWN THE BROW. KNOWN 
AS THE “FROWNING MUSCLE” BUT 
THAT’S JUST CONFUSING. 

(ANYWAY “CORRUGATOR” JUST 
SOUNDS COOLER) 


©j© 


LEVATOR \ 

LASH SUPERIOR!S. \ 

three branches 

OF MUSCLES, KNOWN 
COLLECTIVELY AS 

THE SNEERING* 
MUSCLE. 




LEVATOR 

palpebrae, which ; 

ALSO SOUNDS 
COOL, BUT UD- 

UFTER is easier | 

TO REMEMBER 
BECAUSE THAT’S | 
ALL IT DOES. 


y^V 


TRIANGULARIS WHICH PULLS 
DOWN THE MOUTH’S CORNERS. 
0 WOULD CALL IT THE 
“FROWNING MUSCLE” BUT...) 





DEPRESSOR LABI I INFERIORIS. 
PULLS THE BOTTOM LIP 
DOWN, AS IN SPEAKING, 

SO LET’S CALL IT THE 

SPEAKING MUSCLE.- 


there are many 
muscles that MOVE 
the face, but these 

ARE THE ONES THAT 
CONTRIBUTE PRIMARILY 

TO EXPRESSION.* 


THE MENTALIS, OR 
POUTING MUSCLE, 
WHICH PUSHES UP THE 
CHIN AND LOWER LIP, 
CREATING A BULGE IN 
THE CHIN. 


ORBICULARIS 

oris, the LIP- 
TIGHTENER, 
WHICH CURLS AND 
TIGHTEN5 THE 
LIPS. 



ZYGOMATIC MAJOR, | 
KNOWN AS THE 

SMILING MUSCLE! 


a ; 

RISORIUS (8), KNOWN AS THE ;gj 

LIP-STRETCHER, used in 

CONJUNCTION WITH THE NECK 
MUSCLES KNOWN AS PLATYSMAj 


BUT MANY FACE | 
MUSCLES 

STRETCH FROM A 

BONE outward; 

TO THE SURFACE i 
OF THE SKIN. 


I 

ANCHORED"'/ 

TO BONE/ 



WHEN YOU SMILE, 
FOR EXAMPLE, THE 
SURFACE END OF 
THAT MUSCLE 6#6) 

IS PULLED TOWARD 
THE ANCHORED 
END — 


TAKE 

ANOTHER LOOK AT 

our EMOTIONAL 
PRIMARIES WITH 
THESE MUSCLES IN 
MIND. 



CORRUGATOR PLUS 
LID-LIFTER ADDS 
UP TO AN ANGRY 
GLARE, WHILE THE 
ACTIVE SNEERING, 
SPEAKING AND 
LIP-STRETCHER 
MUSCLES PRODUCE 
THE SQUARE 
MOUTH OF THE 
CORNERED PREDATOR. 


CORRUGATOR PLUS 
SQUINTING MUSCLE 
SHUTS THE EYES 
TIGHT IN REACTION 
TO THE DISGUST¬ 
ING OBJECT OF 
ATTENTION, WHILE 
THE MOUTH AND 
NOSE RECOIL VIA 

The pouting and 
Sneering muscles. 

;|ORRUGATOR AND 
^ROW-LIFTER 
gpPRESS AND 

Rise the 

TQREHEAD OVER 

He lifted lids 
||f fear-filled 
!||es, while the 

IP'S ARE TIGHTLY 

Stretched apart 
lf®> opened. 


j|: : -SY LEARNING 
•;WHAX’S GOING 
ON UNDER THE 
ffSKIN you can 
jllSTTER SHOW 
|hat’s happen 
/ing on the 



m+ ®i® 



THE SMILING 
MUSCLE PULLS THE 
CORNER OF THE 
MOUTH UP AND 
OUT, COMPRESSING 
CHEEKS WHICH, 
TOGETHER WITH 
THE SQUINTER, 
PRODUCE THE 
ARCHED EYES OF 
JOY. 


CORRUGATOR/BROW 
LIFTER STRUGGLE 
OVER SQUINTED 
EYES, WHILE THE 
LIP-STRETCHER, 
TRIANGULARIS AND 
POUTING MUSCLE 
PRODUCE THE 
SIDEWAYS ‘8 T SHAPE 
OF THE CRYING 
MOUTH. 


THE BROW-LIFTER 
PULLS THE UPPER 
FACE STRAIGHT 
UP IN SURPRISE 
OVER WIDE OPEN 
LID-LIFTED EYES, 
WHILE THE MOUTH 
FALLS OPEN. ALL 
OTHER MUSCLES 
REMAIN INACTIVE. 


SHOW YOUR 


WHAT’S GOING 


ON INSIDE 


CHARACTERS 


MINDS. 









































REALISM. 

REPRODUCING- THE 
REAL-LIFE APPEARANCE 
OF EXPRESSIONS WITH 
REALISTIC TONES AND 
DETAILS. 


SIMKUNIAI iuin. 

SEARCHING FOR A FEW 
KEY LINES OR SHAPES 
WHICH CLEARLY CONVEY 
AN EXPRESSION. 



EXAGGERATION. 

amplifying the key 

FEATURES THAT MAKE 
AN EXPRESSION 
RECOGNIZABLE. 


IF CHOOSING A MORE 

REALISTIC 

APPROACH, YOU MIGHT 
NEED TO USE LIVE 
MODELS OR 
PHOTOGRAPHIC 
REFERENCE. 



SYMBOLISM. 

IMAGES THAT DEPICT 
EMOTIONS SYMBOLICALLY 
RATHER THAN WITH REAL 
WORLD RESEMBLANCE. 


EXECUTE 

THE PRISON^ 



BECAUSE I 


THAT'S VHYf 





FRIENDS AND FAMILY CAN BE ESPECIALLY 
HELPFUL WHEN GOING FOR REAL-LIFE DETAILS. 


EVEN IF YOU’RE WORKING IN A SIMPLE OR 
EXAGGERATED STYLE, REAL-LIFE REFERENCE 
CAN IMPROVE YOUR RESULTS. 



A LOT OF ARTISTS REFER 
TO A MIRROR WHEN DRAWING 
EXPRESSIONS. 


' JUST MAKE 
SURE YOU DON’T 
START DRAWING ALL 
YOUR CHARACTERS TO 
v LOOK LIKE YOU/ 


iHiitiiiHiiimnniiimiwmiiiiiimumtmiHHm 


SIMPLIFICATION IS 
MOST EFFECTIVE 
WHEN IT 
CAPTURES THE 

KEY FEATURES 

OF AN EXPRESSION, 





and you can INDIRECTLY affect how your 

AUDIENCE READS AN EXPRESSION BY IT5 CONTEXT 
WITHIN A STORY, OR HOW IT’S PAIRED WITH 

WORDS. 


THE ARCHED EYES 
AND BUNCHED 
CHEEKS OF JOY, 
FOR EXAMPLE. 


OR THE PINCHED BROW 
AND NOSE, SQUARED 
UPPER LIP AND 
BULGING CHIN OF 

DISGUST. 


OR THE RAISED 
BROW, POPPED EYES 
AND SLACK JAW OF 

SURPRISE - 


— AND HOW IT 
DIFFERS FROM THE 
TORTURED BROW AND 
STRETCHED MOUTH 
OF FEAR. 
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— SO GET READY TO ■ 
USE YOUR KNOWLEDGE! 
OF EXPRESSIONS TO 

BRIDG-E THE G-AP 

WHEN NECESSARY. 


til v 


m 


EXAGGERATION 5EI2ES ON THESE SAME KEY FEATURES AND SIMPLY RAMPS UP THEIR GEOMETRIC EXTREMES. 

CHEEKS BULGING A FACE PINCHED NEARLY a head STRETCHED EYES LITERALLY 

WKE GRAPEFRUIT... OUT OF EXISTENCE... THIN... “BULGING OUT OF 

THEIR SOCKETS...” 


M 


i. - 


'A1S 


OF COURSE, YOUR FRIENDS MAY NOT 
ALWAYS BE GREAT ACTORS — 
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A FACE LIKE THIS 
MIGHT SEEM MILD AND 
UNTHREATENING — 


| 

ly WHEN CREAT1N 


WHEN CREATING FACIAL EXPRESSIONS FOR COMICS SEQUENCES, 
PAV SPECIAL ATTENTION TO HOW THOSE EXPRESSIONS WILL BE READ IN 
CONTEXT, ESPECIALLY IN COMBINATION WITH WORDS. 


f ~ BUT IN THE 
RIGHT CONTEXT, 
EVEN THE KINDEST 
SMILE CAN CONVEY 
V CRUELTY. j 


" COMPARED TO 
OUR “CRUEL” FACE 
FROM PAGE 85 -- 


I‘M GOING TO TELL 
MY FRIEND TO CUT OFF VOUR 
FINGERS Now. 


AS SOCIAL CREATURES, YOUR READERS WILL 
NOTICE SMALL CHANGES OF EXPRESSION IN 
YOUR CHARACTERS, JUST AS YOUR CHARACTERS 
NOTICE SUCH CHANGES IN EACH OTHER. 


SOCIETY DISCOURAGES US FROM DISPLAYING 
OVERLY STRONG EMOTIONS, SO MOST OF US 
KEEP IT DIALED DOWN MOST OF THE TIME. 


HEY, EARTH TO CLAIRE, 
ARE YOU OKAY ? 


DON’T GET TOO SUBTLE, THOUGH/ IN REAL LIFE, WE 
CAN COMMUNICATE THE INTENSITY OF OUR FEELINGS 

through VOCAL INFLECTION, while our faces’ 
EXPRESSIONS STAY FAIRLY MUTED — 


FINE. WELL 
ALL GO FISHING 
NEXT WEEK 
THEN- . 


ill 

ill 

f|l 



— BUT IN COMICS, WE 
CAN ONLY APPROXIMATE 
the SOUNDS of 
VOICES -- 



— and READERS AREN’T 
LOOKING DIRECTLY AT 
YOUR CHARACTERS’ FACES 
AS THEY READ THEIR 
WORDS — 


~ SO YOU MIGHT NEED 
TO TURN UP THE 
EMOTIONAL VOLUME 
ON SOME FACES TO 
COMPENSATE. 


FINE. WE LL > 

ALL GO FISHING 
NEXT WEEK j 
THEN. X 



CHOOSING THE RIGHT 
EXPRESSION CAN BE A 
FUNCTION OF CHOOSING 
THE RIGHT MOMENT. 
OUR FACES CYCLE 
THROUGH A LOT OF 
EXPRESSIONS WHEN 
SPEAKING. 



WHEN A SINGLE FACE HAS TO REPRESENT ALL THE 
WORDS IN A BALLOON OR TWO, SUCH FACES ACT AS 
A sort OF “EMOTIONAL AVERAGE” summing 
UP THE BALLOON AS A WHOLE. 


SURE. WE 
COULD BUY 
THE THEATER, 
BUT WE'D HAVE 
TO SELL THE 
HOUSE TO GET 
THE MONEY/ 



THEN AGAIN, 

IF EMOTIONAL 
CHANGES ARE THE 

FOCUS of a 

GIVEN SCENE — 



~ devoting A PANEL to EACH CHANGE OF EMOTION might achieve 
THE INTENSITY THE SCENE REQUIRES. 
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SOME COMICS 
CHARACTERS 
HAVE JUST A 
HANDFUL OF BASIC 
EXPRESSIONS. 



YOU’RE 

LOOKING- 

AT ONE! 



I KNOW X CAN TRUST YOU 
TO FILL IN THE BLANKS 
EMOTIONALLY JUST 
AS YOU FILL IN THE 
BLANKS BETWEEN 
PANELS. 



EVEN WITH THE BAREST 


OF EVIDENCE YOU’LL 


WANT TO SEE ME AS A 


PERSON, NOT JUST A 


SERIES OF DRAWINGS 


READERS MAY EVEN “SEE” EXPRESSIONS THAT 
AREN’T THERE, BASED SOLELY ON THE 
SURROUNDING STORY AND TEXT. 



PANELS FROM JACK’S LUCK RUNS OUT BY JASON 
LITTLE, A COMIC WITH UNCHANGING FACES TAKEN 
FROM PLAYING CARDS. 


SOME OF THE most EMOTIONALLY COMPLEX 
COMICS IN HISTORY HAVE FEATURED PROTAGONISTS 
WITH A LIMITED PALETTE OF EXPRESSIONS, YET 
IN CONTEXT, THOSE FACES SEEM TO HAVE BOTH 

BREADTH AND DEPTH. 




ART SPIEGELMAN’S MADS (LEFT) FEATURES ONLY A FEW 
BASIC EXPRESSIONS, WHILE CHRIS WARE’S CHARACTER 
JIMMY CORRIGAN STICKS MOSTLY TO JUST THIS ONE. 


BUT IN MANY POPULAR COMICS 
OVER THE YEARS, CHARACTERS 
FEATURE SEVERAL BASIC TYPES 
OF EXPRESSIONS - 




-- WHICH CAN THEN BE FINE-TUNED BY THEIR 
CORRESPONDING WORD BALLOONS. 


^ WE MUST 
STOP him BEFORE HE 
. KILLS AGAIN. 


' THIS COULD 
MEAN THE 
END OF ALL 
MANKIND. 


I’LL HAVE THE 

SALMON. 





BUT ALSO BECAUSE FACIAL 
EXPRE55IONS ~ IN PART, AS A RESULT 
OF THEIR TRADITIONALLY LIMITED ROLE — 
MAY REPRESENT ONE OF COMICS’ GREATEST 
AREAS OF UNTAPPED POTENTIAL: A 
CHANCE FOR A NEW GENERATION OF 
CREATORS TO CONNECT WITH A NEW 
GENERATION OF READERS — 



:: 





— MANY OF WHOM FIND 
THE EMOTIONAL 
ARENA AS COMPELLING 
AS THE PHYSICAL 
ONE — 







• TO FIND A REAL HUMAN BEING LOOKING BACK. 









PANEL FIV/E: ART BY ART SREGELMAN AND CHRIS WARE. PANEL 
SIX: ART BY JASON LITTLE (SEE ART CREDITS, PAGE 258). 
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3. BODY 
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' BODY N 

LANGUAGE CAM 
TELL READERS WHO 
YOUR CHARACTERS 
ARE BEFORE THEY 
v EVEN SPEAK. . 






IT TAKES TIME TO LEARN HOW 

to PORTRAY IT IN COMICS, but when done 

WELL> BODY LANGUAGE CAN FILL A PAGE WITH 

LIFE, ENERGY AND PERSONALITY 

FROM TOP TO BOTTOM! 


FACIAL EXPRESSIONS 
AND BODY LANGUAGE 
EXPRESS MANY OF THE 

SAME FEELINGS 

AND OFTEN WORK 

TOGETHER — 




BODY LANGUAGE IS MORE 

SITUATIONALLY-BASED, affected BY 

DIRECTION, TERRAIN, SOURCE OF DANGER, 
PHYSICAL OPPORTUNITY, ETC... 



MOST IMPORTANTLY, FOR COMICS ARTISTS, FACIAL 
EXPRESSIONS ARE MORE SURFACE-ORIENTED, 
MORE AFFECTED BY NUANCE, SKIN SHADOWS, ETC. - 
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— WHILE BODY LANGUAGE IS MORE 
SILHOUETTE-BASED, all about how our 
limbs, hands and head are positioned. 


THE BASIC ^ 

EXPRESSIONS are fairly CONSISTENT 
IN APPEARANCE. A FACE OF EXTREME FEAR, 
WHATEVER THE CAUSE, TENDS TOWARD 
THE SAME FAMILIAR SHAPE. 





BODY LANGUAGE IS 
more GRAVITY- 
BOUND THAN FACIAL 
EXPRESSIONS — 




THERE’S A KIND OF 
CALLIGRAPHY TO 
BODY LANGUAGE. JUST 
AS AN “A” IS AN "A” 
NO MATTER HOW IT’S 
WRITTEN - 




— AND EVERYDAY 
ACTIVITIES LEAD TO A 
SPLIT BETWEEN WHAT 
WE’RE DOING ON THE 

OUTSIDE and what 

WE’RE FEELING ON 
THE INSIDE. 



-- SO, TOO, DO 

GESTURES and 
POSES COMMUNICATE 
THEIR MEANINGS NO 
MATTER HOW THEY’RE 

DRAWN. 





MORE ON WORD BALLOON PLACEMENT IN CHAPTER 3. 













































































JUST AS WITH FACIAL EXPRESSIONS, MASTERING 
BODY LANGUAGE IN COMICS MEANS TACKLING FOUR SUBJECTS: THE VARIOUS KINDS OF BODY 
SIGNALS, THE ANATOMY that UNDERLIES THEM, STRATEGIES FOR DRAWING SUCH POSES AND 
HOW BODY LANGUAGE WORKS IN COMICS SEQUENCES. 
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FOR EXAMPLE, IF I MADE 
TWO BRUSH STROKES 
AND ASKED YOU WHICH 
ONE LOOKED MORE 
“PROUD” YOU MIGHT 
THINK IT WAS A WEIRD 
QUESTION — 



-- BUT WITH LINES LIKE THE5E, 
you’d have no trouble 
GUESSING WHICH ONE I 
WAS THINKING OF. 

THAT’S YOUR UNDERSTANDING 
OF ELEVATION AND 
STATUS AT WORK. 
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WELL, 

WELL... LOOK WHO’S 
COME BACK. 


WE ALSO TAKE THE 

HIGH GROUND” IN 

A LOT OF WAYS. 


LIKEWISE, A SENT, LOWERED 

POSTURE WILL BE IDENTIFIED WITH THE WEAK AND DISPOSSESSED, 
AND IS FREQUENTLY SEEN ON PROTAGONISTS FROM UNDERGROUND, 
AUTO-BIO AND ALTERNATIVE COMIX. 


A RAMROD 5TRAIGHT 
POSTURE, LIKE THE 
ONE SEEN IN A LOT OF 
SUPERHERO BOOKS, 
WILL COMMUNICATE 

STRENGTH and 
CONFIDENCE BY 

BEING SYMBOLICALLY 
TALLER. 


CHEST 

OUT¬ 


BACK 

ARCHED 


POSTURE CAN BE SUCH A POWERFUL INDICATOR 
OF ATTITUDE AND PERSONALITY, IT CAN EVEN 
AFFECT HOW WE HEAR CHARACTER'S VOICES. 
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of course* GRAVITY, FATIGUE AMD 
PHYSICAL OBSTACLES OFTEM require 

US TO TAKE ASSYMMETRICAL POSES. THESE 
DON’T NECESSARILY INDICATE AMY KIMD5 OF 
_ EMOTIONAL imbalance — 


AND EVEN BLATANTLY 
LOPSIDED POSES DON'T 
HAVE TO SEEM WEAK IF 
EYE CONTACT IS 
maintained. 




ISiil 


— ESPECIALLY IF OVERALL 
BALANCE IS MAINTAINED AND 
THE HEAD STANDS UPRIGHT. 


••• I 



SUCH COMBOS HAVE A 
RE8EL FLAVOR* A SORT 
OF “YEAH, I'M LOPSIDED; 
WHAT ARE YOU GONNA 
DO ABOUT IT?" LOOK> 
SIMILAR TO EXPRESSIONS 
OF SUSPICION. 


ELEVATION, DISTANCE AND 
IMBALANCE ARE JU5T A FEW OF THE 
WAYS OUR BODIES LET OTHERS KNOW HOW 
WE FEEL ABOUT OURSELVES, EACH 
. OTHER and the WORLD. 


THE WAY AN EXTREME POSTURE OF GRIEF 
CAN RESEMBLE A FETAL POSITION. 




im 





mwm 


Mm 


. '1 


BUT GENERALLY 
SPEAKING, IF YOU 
WANT TO TAKE A 
CALM, CONFIDENT 
POSE AND INTRODUCE 
A LITTLE UNREST ~ 


— THROWING IN A 
LITTLE IMBALANCE 
IS A GREAT WAY TO 
DO IT. 


WHETHER WE’RE SHOWING 
OUR FEELINGS or 

COMMUNICATING OUR 
OPINIONS, IMBALANCE IS 
EVERYWHERE. WE TIP OUR 
HEADS AT UNSOLVED 
PROBLEMS" * 


— ARCH AN EYEBROW 

AT DISTURBANCES 
IN THE NATURAL 
ORDER - 


KEEP YOUR EYES OPEN AND 
YOU’LL SEE MANY MORE. 


THE WAY ONE PERSON WILL TURN TOWARD A 
STRANGER IN A CROWDED DOORWAY WHILE 
ANOTHER WILL TURN AWAY. 
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— EVEN THROW OUR 

WHOLE BODIES 

NEARLY INTO A FALL 




- KU- 

TO SWOVi TWE. 


— OR IN THE 

WORLD 
AROUND US. 1 


THE WAY WE SIGNAL OUR INTEREST IN SOME 
KINDS OF ADVANCES AND DISINTEREST IN 
OTHERS. 


THE WAY WE WAIT FOR A CO-WORKER 
COMPARED TO THE WAY WE WAIT FOR SOMEONE 
WE LOVE. 






MM 



I. ^ 
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HANDS PLAY AM IMPORTANT 
ROLE IM BODY LANGUAGE, BUT UNLIKE 
WHOLE-BODY POSTURES, THEY TEMD TO 
SPECIALIZE IM MORE DELIBERATE 
\ MESSAGES. ^ 


SOME TAKE THE SHAPE OF SYMBOL5 WITH 
FIXED MEANING’S, LIKE AM INFORMAL SIGN 
LANGUAGE — 


M 


iSSfelT 

ii?i 

Lr.:y::J 

ialliii?; 


Efiiir 

lie wA 


POLITICIANS, CAR SALESMEN AMD PROFESSIONAL 
LIARS WILL TELL YOU THAT A PALMS-UP 
GESTURE CAN MAKE A STATEMENT SEEM MORE 

FRIENDLY, NONTHREATENING AND 
HONEST. 




AN UPTURNED PALM 
SYMBOLICALLY 
LOWERS SPEAKERS, 
PLACING THEM AT THE 
MERCY OF LISTENERS. 




— AND as 
WITH ANY 
LANGUAGE, 5UCH 
SIGNS MAY BE 
SUBJECT TO 
REGIONAL 
DIFFERENCES, 


SO KNOW YOUR 
AUDIENCE BEFORE 
USING THEM IN 
YOUR COMICS. / 


(WESTERN 

WORLD) 



"I SWEAR'/ 
('MIDDLE EAST) 




"SPEAK-OP!" 

(world¬ 

wide) 


tr X DON'T GET IT. 11 
(NORTHERN AFRICA) 



"jealous" (Japan) 


HANDS CAN 
ALSO AMPLIFY THE : 
SORTS OF SPATIAL 
RELATIONSHIPS WE 
DISCUSSED IN THE j 
LAST FEW PAGES. ■ 


«[ 


IN CONTRAST, A DOWNTURNED PALM SYMBOLICALLY 
RAISES THE SPEAKER, CLAIMING AUTHORITY, 
POWER AND CONTROL OVER OTHERS — 


— JUST AS AN 
ADULT maintains 

CONTROL OVER A 

CHILD. 



HANDS are a big 
PART OF HOW WE 
COMMUNICATE WITH 
EACH OTHER. IF 
YOUR CHARACTERS 

REFLECT that — 


iii 


CONTACT WITH ONE’S HANDS, FOR EXAMPLE, 
IS A KEY STEP TAKEN TO BRIDGE DISTANCE IN 
HOPES OF INTIMACY — 


— AND A LOT OF IMBALANCE SIGNALS CAN 
INCORPORATE HAND 5I6NAL5. 


WT TH EN HANDS CAN 
BE A BIG PART OF HOW 
^ YOU COMMUNICATE 
WITH YOUR 

READERS. 


DO YOU 

SEE WHAT I MEAN? 
DOES THAT SOUND 

REASONABLE? 


I M ONLY MAKING 
THIS POINT ONCE, 
YOU KNOW. 


'Vs* 


M. 


m 


i j 


i 

























Ilf 

■1^ V ; . ; 'v. .. 

- - :' - ■■ : ; v - 

■t § 


NATURALLY, if you WANT TO DRAW convincing 80 Dy LANGUAGE 
YOU’LL WANT TO LEARN HOW TO DRAW A CONVINCING- BODY. 


HERE'S WHERE A GOOD WORKING 
KNOWLEDGE OF HUMAN ANATOMY 
CAN BE invaluable. 


trip 

Kir;yj 

•IZiU 





I WON’T 

ATTEMPT A WHOLE 
COURSE IN ANATOMY 
and FIGURE 
DRAWING 


THERE ARE SOME 
GOOD BOOKS ON THE 
SUBJECT, WHICH I’LL 
MENTION IN THE it 

BIBLIOGRAPHY, f 


Hr 



<13,1 


BESIDES 

WHICH, IT’D TAKE 

A HUNDRED 
PAGES AND, UM... 

WELL... 


OWN FIGURE 
DRAWING ISN’T 
EXACTLY THE 
GREATEST. 


BUT EVEN IF YOU’RE LIKE ME AND ANATOMY j 
DOESN’T COME EASILY, YOU CAN STILL IMPROVE 
YOUR STORYTELLING DRAMATICALLY BY JUST j 
GETTING THE GESTURE ACROSS IN EVERY \ 
FIGURE YOU DRAW. 


MASTERS USE THEIR KNOWLEDGE 
OF ANATOMY TO MAKE SUCH 
GESTURES VIVID AND 
CREDIBLE. 




ARTISTS WHO CONCENTRATE ON ANATOMICAL 
ACCURACY BUT NEGLECT GESTURE, MAY CREATE 
TECHNICALLY “CORRECT” FIGURES, BUT THE 
RESULTS MAY BE UTTERLY LIFELESS — 


— WHILE ARTISTS WITH TECHNICALLY 

“INCORRECT” figures but a STRONG 

SENSE OF GESTURE MAY PRODUCE ART THAT 
SEEMS REAL AND ALIVE- 


IT J S TIME !, 


f LET'S 60. \ 
I AM READY ] 
, TO FICrHT. / 


MV HEART IS 
FILLED WITH 
, REMORSE. 


7 1 1 

UKE t 
^ CHEESE'/ 



. j 



1 


THAT SAID, 
DON’T PLAN TO 
GET BY ON 

GESTURE 

ALONE! 




I HAVEN’T GIVEN 
UP ON LEARNING TO 
IMPROVE MY FIGURE 
DRAWING AND 
NEITHER SHOULD 
YOU. 




UBtiMl 
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ONE, TWO AND FOUR: ART gy HEINRICH KLEY, JAIME 
i? N0E2 AND TOM HART CSEE ART CREDIT S. PAOE 258). 
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LET’S TAKE A LOOK NOW AT HOW 
FACIAL EXPRESSIONS AND BODY LANGUAGE 
CAN WORK TOGETHER BY ADAPTING SOME 
WRITTEN DIALOGUE INTO COMICS FORM. 


WE’LL START 
IN A HIGH SCHOOL 
STUDY LOUNGE. 
TWO STUDENTS 
l MEET AND START 
k_ TALKING... 


■ 

■Bll 


Pete: Hey, are you okay? 

Carrie: Not so much. I got a “D” on the history 
test. 

Pete: Huh. Lucky you. I got an "F” 

Carrie: No way! You always ace those things! 

Pete: Actually, I think Mr. Duncan kinda lost it. I 
heard everybody got a “D” or an “F" today. 

Carrie: Really? Wow. He was acting kind of weird 
in class. All that stuff about Jif Peanut Butter and 
the Communists. 

Miller(entering): Room for one more? 

Carrie: No. 

Pete: Hey, Miller. 

Miller: So, did you hear? Duncan went on a 
rampage! 

Carrie: What? 

Miller: I was there! He smashed all the iMacs in 
Room A with a baseball bat! Then he stole the 
rhino head off the wall and ran off! 

Pete: You’re kidding! 

Carrie: Oh my God! 

Pete: Wow. I kinda love Mr. D. now. 

Carrie: You swear you’re not making this up! 

Miller: l swear! The police are looking for him and 
everything. 

Pete: Y’know, I always heard Mr. D. was nuts. Did 
you guys know that last year, he was -- 

Carrie: Uh... 

Pete: What? 

Mr. Duncan: Hello, children. 


THESE ARE THROWAWAY CHARACTERS, SO WE CAN 
JUST IMPROVISE THEIR DESIGNS ON THE SPOT. 
LET’S PICK A CRISP, SMART LOOK FOR CARRIE, A 
LAID-BACK SLOPPINESS FOR PETE AND A DORKY, 
GREGARIOUS LOOK FOR MILLER. 


AN EASY-GOING CHARACTER 
LIKE PETE CAN BE A CHALLENGE. 
WITHOUT A STRONG EMOTION, HIS BODY 
LANGUAGE MIGHT BE NEUTRAL TO THE 

. point OF UNINTERESTING. . 


LET’S PUT A COUPLE OF 
VENDING MACHINES 
INTO THAT LOUNGE SO 
PETE WILL AT LEAST 
HAVE SOMETHING TO DO 
WITH HIS HANDS. 


IN FACT, WE CAN 
JUST INCLUDE THE 
MACHINES IN A BIG 

ESTABLISHING 
SHOT ON the 
FIRST PAGE. 






m 


CARRIE STARTS OUT 
DEPRESSED AND WE 
CAN SHOW THAT 
BEFORE SHE EVEN 
OPENS HER MOUTH, BUT 
HOW INTENSE SHOULD 
THE EMOTION BE? 


WE COULD DRAW HER j 
CLOSE TO TEARS, AS 
IF THE TEST WAS VERY ; 
IMPORTANT TO HER. 





m 


BUT BASED ON HOW QUICKLY 5HE RECOVERS IN THj 
5CRIPT, IT SOUNDS LIKE SHE’S JUST FEELING A 
DEFEATED, AN EMOTION BEST EXPRESSED BY AJ 

SLUMPED POSTURE AND TIRED FACE. 


*1 


Bias 


■i 


I : : 


^sii 



NOTICE HOW EVEN 

IN a LONG-SHOT, 
WE CAN ALREADY 
‘'READ” CARRIE’S 

POSTURE? 


AND “LISTEN” TO 
PETE’S VOICE. WITH 
A DIFFERENT POSE 
AND EXPRESSION, 

THE EXACT SAME 
DIALOGUE WOULD 
FEEL DIFFERENT. 


HUH. LUCKY YOU. 

, I GOT AN Tr > 


































































































































































PAGE 65, PANEL FIVE 
TRAP 


THE BACKSTORy 


THE ABOVE IMAGE 15 FROZEN IN TIME. YOU CAN'T SEE IT 
MOVE. YOU DON'T KNOW WHAT’S GOING ON IN IT'S HEAD. 
BUT YOU KNOW IT'S ALIVE. AND YOU'D KNOW IT EVEN IF 
YOU'D NEVER SEEN A TIGER !N YOUR LIFE. 

NATURE PROVIDES OTHER EXAMPLES OF SYMMETRY, LIKE 
CRYSTALS, AND THERE ARE PLANTS THAT EXHIBIT IT> 
BUT ANIMALS HAVE ENOUGH OF A MONOPOLY ON THE 
BILATERAL DESIGN THAT I DE5CRIBE ON PAGE 60 THAT I 
THINK IT’S FAIR TO DUB IT OUR "CALLING CARD." 

ON PAGE 61, X AL50 TOUCH ON OUR PREFERENCE FOR 
SEEING HUMANS IN SIMPLE IMAGES, SOMETHING X TALK 
ABOUT AT LENGTH IN UNDERSTANDING COMICS , 
CHAPTER TWO. 

FYl: THE SCULPTURE ON PAGE 60 IS AN INVENTION, BUT 
IT'S BASED ON VARIOUS SIMILAR SCULPTURES FROM 
AFRICA. 


SERIOUSLY, THERE ARE MANY SAD, LONELY WOULD-BE 
COMICS AUTHORS WHO ADD COMPULSIVELY TO THE 
BACKSTORIES OF CHARACTERS NO ONE WILL EVER SEE 
IN5TEAD OF PRODUCING READABLE, FINISHED STORIES. 
DON'T LET THIS HAPPEN TO YOU! FOR A CAUTIONARY 
TALE, TRY GOOGLING THE NAME "HENRY DARGER," OR 
GET THE DOCUMENTARY ABOUT DARGER CALLED IN THE 
REALMS OF THE UNREAL . 


PAGE 65, PANEL SIX - WHEN LIFE HISTORIES 
COLLIDE 

CHARACTERS WHOSE DIFFERING ORIGINS GOVERN THE 
NATURE OF THEIR RELATIONSHIPS INCLUDE: 

• BETTY AND VERONICA 

• SUPERMAN AND LOIS LANE 

• FRODO AND GOLLUM 
. TARZAN AND JANE 

• POPEYE AND OLlVE OYL 

• JEAN VALJEAN AND INSPECTOR JAVERT 

• THE LITTLE I^JpRMAlD AND PRINCE WHATSISNAME 
- BUFFY AND SPIKE 


PAGE 66 ~ LIFE LESSONS 

A FRIEND OF MINE 5AW A SCREENING OF SAM RAIMI'S S 
2002 SPIDER-MAN MOVIE DURING WHICH HE SAT BEHIND £j 
A FATHER AND HIS SON. EARLY IN THE FILM, THE 
NOT-YET-HEROIC SPIDER-MAN IS RIPPED OFF BY A FIGHT ^ 
PROMOTER AND WHEN THE FIGHT PROMOTER IS ROBBEjjjjm 
MOMENTS LATER, SPIDER-MAN LETS THE CROOK GET 
AWAY TO GET EVEN. « 

SCREENWRITER DAVID KOEPP (WHO 5TAYS CLOSE TO THE^ 
COMICS ORIGIN FOR THE MOST PART) CONSTRUCTS THE gj 
SCENE TO MAXIMIZE OUR SYMPATHY WITH SPIDER-MAN. jg 
SURE ENOUGH, MY FRIEND REPORTS THAT THE FATHER : 
LEANED OVER TO HIS SON AT THIS POINT IN THE MOVIE ^ 
AND SAID, "NOW THAT'S JUSTICE!" ; || 

THE FATHER AT THAT SCREENING (AND PRESUMABLY HlSgj 
SON) WAS INSIDE SPIDER-MAN’S HEAD TO SUCH A 
DEGREE THAT WHEN THE CHARACTER'S UNCLE IS 
MURDERED BY THAT SAME CROOK IN THE VERY NEXT ^ Jg 
SCENE, HE AND THE CHARACTER RECEIVED THE MOVIE'5^ 
MORAL WAKE-UP CALL AT THE 5AME TIME, DOUBLING « 
THE EFFECTIVENESS OF THE MOMENT. ijf 


PAGE 6H> PANEL FIVE - CHARACTERS THAT 
"WRITE THEMSELVES' 1 

I'VE HEARD CREATORS LITERALLY SAY THAT THEY'RE NOT 
SO MUCH WRITING THEIR CHARACTERS AS RELAYING 
WHAT THE CHARACTERS THEMSELVES WANT TO DO, AN 
INTUITIVE APPROACH THAT COMES UP IN CONNECTION 
WITH THE “ANIMIST” CAMPFIRE DISCUSSED IN CHAPTER 
SIX. IT’S ACTUALLY A PRETTY COMMON ATTITUDE 
AMONG SUCCESSFUL COMICS ARTISTS. 


IF MANY OF OUR BEST STORIES INCLUDE A MAJOR 
CHANGE IN THE OUTLOOK OF A MAIN CHARACTER, THE 
BEST OF THE BEST HELP US TO UNDERGO THAT m 
CHANGE WITH THEM. 


PAGE 67, PANEL FIVE - SHOW IT, DON’T S\t 
IT! ;§ 

IN THE WIZARD OF OZy CHARACTERS LITERALLY SlNG| 
ABOUT THEIR DESIRES, BUT IN MORE NATURALISTIC 



SIMILAR EFFECTS WITH HALFTONE DOTS OF CYAN, 
MAGENTA AND YELLOW). 


HERE’S A TINY PIECE OF HIS BEST KNOWN PAINTING, 
SUNDAY AFTERNOON ON THE ISLAND OF 
LA GRANDE JATTE, THE ONLY PAINTING EVER MADE 
INTO A MUSICAL, AS FAR AS I KNOW: 


WHEN SIMPLY-CONCEIVED CHARACTERS INTERACT, 
THEY'RE LIKE SEURAT'S DOTS, REFERENCE POINTS TO 
DIFFERENT BASIC ASPECTS OF HUMAN BEHAVIOR THAT 
CAN ILLUMINATE ASPECTS OF LIFE THAT ARE MUCH 
MORE SUBTLE. 

I FIRST NOTICED THIS WHEN READING GILBERT 
HERNANDEZ'S CLASSIC STORY HEARTBREAK SOUP: 


PAGE 70, PANELS FOUR AND FIVE - 
COOKIE-CUTTER CHARACTERS 

THIS IS DEPRESSINGLY COMMON. MAYBE A THIRD OF ALL 
WOULD-BE COMICS ARTISTS JUST DRAW THE SAME 
CHARACTER OVER AND OVER AND OVER. PLEASE, DON’T 
BE ONE OF THEM! 


PAGE 70, PANELS SEVEN AND EIGHT - THE 
REPERTORy APPROACH 

SOME ARTISTS, NOTABLY JAPAN'5 OSAMU TEZUKA, HAVE 
A CAST OF VARIED CHARACTER TYPES THAT APPEAR IN 
DIFFERENT 5TORIES AS IF THEY WERE ACTORS IN A 
REPERTORY COMPANY TAKING ON DIFFERENT ROLES. 
OTHERS, LIKE WILL EISNER AND RUMIKO TAKAHA5HI, 

have a narrower range of features for heroic or 

BEAUTIFUL PROTAGONISTS, BUT A WIDE RANGE OF FACE 
AND BODY TYPES AMONG SUPPORTING CHARACTERS. 


PAGE 71 - CHARACTER VARIATION 


YOU DON'T HAVE TO MAKE EVERY CHARACTER DIFFER¬ 
ENT FROM EVERY OTHER CHARACTER IN EVERY WAY, OF 
C0UR5E, BUT SEE EXERCISE #3 FOR SOME OF THE 
PARAMETERS YOU MIGHT WANT TO CONSIDER. 


PAGE 72, PANEL SEVEN - KIRBy’S BRAIN 


I HAVEN'T TURNED UP ANY DIRECT EVIDENCE THAT 
JACK KIRBY OR STAN LEE BASED THE FANTASTIC FOUR 
ON THE FOUR GREEK CLASSICAL ELEMENTS, THOUGH 


WANT THROUGH THEIR ACTIONS AND RARELY, IF EVER, 
SPELL IT OUT LIKE THAT. IN REAL LIFE, ESPECIALLY 
WHERE SASIC DESIRES LIKE LOVE OR MONEY ARE 
CONCERNED, PEOPLE ARE CONSTANTLY ANGLING FOR 
THE THING5 THEY WANT WITHOUT ADMITTING IT TO 
OTHERS — OR EVEN TO THEMSELVES. 

AUDIENCES FEEL SMARTER AND HAVE MORE FUN IF THEY 
CAN GUESS A CHARACTER'S FEELINGS EVEN BEFORE THE 
CHARACTER DOES. 


PAGE 67, PANEL SIX - "EVERyBODy IS A HERO 
IN THEIR OWN MIND" 

PROPS TO WRITER/ARTIST JIM STARLIN FOR INCLUDING 
THAT LINE IN THE FIRST COMIC I EVER BOUGHT, AN 
EARLY ISSUE OF WARLOCK (#7, I THINK) WHEN I WAS 
ABOUT 13 YEARS OLD. 


PAGE 68, PANEL TWO - JUNG AT HEART 

you don't have to be an expert in jungian 
PSYCHOLOGY TO USE IDEAS LIKE THESE AS JUMPING OFF 
'POINTS. I’M CERTAINLY NOT. MY TOTAL GRASP OF 
JUNG’S "FOUR FUNCTIONS" OF MENTAL ACTIVITY IN 1782 
WHEN I CREATED THOSE FOUR CHARACTERS WAS THAT 
"THINKING" EMPHASIZED LOGIC AND REASONING, 
"SENSATION” WAS ABOUT SENSORY EXPERIENCE, 
"FEELING" ASSIGNED VALUES AND JUDGEMENTS, AND 

Intuition" was about the perception of things 

UNSEEN. 

;|VEN IF I WAS WAY OFF THE MARK, JUNG GAVE ME A 
{STARTING POINT THAT HELPED SEPARATE THOSE 
Characters enough to give them unique desires in 
JibsT situations. 


PAGE 68, PANEL FIVE - MyTHOLOGy AND 
ARCHEjypES 


JOSEPH CAMPBELL'S BOOK THE HERO WITH A THOUSAND 
fences COMES UP A LOT WHEN DISCUSSING ARCHETYPES 
|JIN LITERATURE, IN PART BECAUSE OF HIS INFLUENCE ON 
jrteORGE LUCA5' ORIGINAL STAR WARS CHARACTERS. 
gglUCAS’ DOCUMENTARY ON CAMPBELL, THE POWER OF 

myth, was another touchstone for many writers 

INURING THAT PERIOD. AGAIN, YOU DON'T NEED TO HAVE 
j|||pEGREE IN MYTHOLOGY TO PUT SUCH IDEAS TO USE. 
Bp£L FREE TO USE ANYTHING THAT INSPIRES YOU AS A 

HJumping off point. 


PAGE £<?, PANEL FOUR - SUBTLETy THROUGH 

interaction 

Wen i think of this principle, i usually think of 

fHE FRENCH PAINTER GEORGES SEURAT (1857-1871). 


pRAT USED MANY SMALL DOTS OF PURE COLOR IN HIS 

Paintings, which appeared to mix in the viewer's 

:|VES WHEN SEEN FROM A DISTANCE TO CREATE THE 
Jj-USION OF A SUBTLER AND MORE VARIED RANGE OF 












MON-SUPERHERO PREDECESSORS THE CHALLENGERS OF 
THE UNKNOWN, SO IT’S PROBABLY MOT A COINCIDENCE. 


PAGE 73, PANELS FOUR THROUGH SEVEN - 
COMICS AND STEREOTYPES 

THE COMMECTIOM BETWEEN COMICS AND STEREOTYPES 
REACHES ALL THE WAY BACK TO ITS ORIGINS. 5WI5S 
ARTIST RODOLPHE TOPFFER (1797-1846) — OFTEN 
CONSIDERED A STARTING- POINT FOR COMICS AS WE 
KNOW THEM TODAY — FLIRTED WITH THE PSEUDO¬ 
SCIENCE OF PHRENOLOGY, WHICH HELD THAT YOU 
COULD TELL ANYONE'S PERSONALITY AND MENTAL 
CAPABILITY JUST BY MEASURING THEIR HEAD-SHAPE. 
TOPFFER DIDN’T NECESSARILY BUY INTO THE 
“SCIENCE'S” MORE TOXIC CONCLUSIONS, BUT HE 
CONSIDERED 5UCH VISUAL STEREOTYPING USEFUL FOR 
VISUAL ARTI5TS WORKING IN THE SIMPLE STYLE OF 
MAR RATI VE DRAWING HE DEVELOPED. C 

FROM ITS BEGINNINGS IN THE LATE NINETEENTH 
CENTURY, AMERICAN COMIC STRIPS CONTAINED 
NEGATIVE DEPICTIONS OF ETHNIC MINORITIES, AND 
RACIST DEPICTIONS OF AFRICAN-AMERICANS. SOME OF 
COMICS' SEMINAL ARTISTS, LIKE WINDSOR MCKAY AND 
WILL EISNER, INTRODUCED CHARACTERS VISUALLY 
MODELLED AFTER OLD RACIAL STEREOTYPES. IN 
EISNER'S CASE, ATTEMPTS WERE MADE TO HUMANIZE 
THE BLACK 5IDEK1CK EBONY IN EISNER'S SERIES THE 
SPIRIT > BUT THE STEREOTYPED VISUAL DESIGN 
CONTINUED TO WEIGH HEAVILY ON THE SERIES, WHICH 
EVENTUALLY DROPPED THE CHARACTER. 

SINCE THIS BOOK IS DEDICATED TO WILL, WHO I 
CONSIDERED A FRIEND AND MENTOR, IT’S IMPORTANT 
TO ACKNOWLEDGE THE LEGITIMATE CRITICISMS 
LEVELED AGAINST EBONY — ESPECIALLY THE EARLIEST 
VERSIONS OF THE CHARACTER. TO HIS CREDIT, THOUGH, 
THE VERY YOUNG EISNER WOULD MOVE ON TO WORK IN 
COMICS FOR SIX DECADES AFTER LEAVING THOSE EARLY 
PAG£5 BEHIND, AND PRODUCE MANY SOCIALLY 
PROGRESSIVE STORIES, ESPECIALLY IN THE YEARS 
FOLLOWING 1478’S A CONTRACT WITH GOD. 

MORE GENERALIZED STEREOTYPES LIKE THOSE SHOWN 
ON PAGE 73 (THE BIG BRUTE, LITTLE NERD AND HEROIC 
LEADING MAN) DON'T NECESSARILY CARRY THE SAME 
SOCIAL CHARGE, AND THEY'RE TEMPTING FOR 
CARTOONISTS HOPING TO MAKE A FAST IMPRESSION. 

BUT EVEN HERE, SOME PREJUDICES CAN CREEP IN. 
NOTICE THE SHIRT PATCH OVER THE "BRUTE'S" POCKET, 
MARKING HIM AS BLUE COLLAR? AND DOES THE "NERD" 
HAVE STEREOTYPICALLY “JEWISH” FEATURES? IN 
SHORT: EVERY STEREOTYPE COMES FROM SOMEWHERE, 
AND THAT PLACE MAY NOT ALWAYS BE OBVIOUS. 


PAGE 74-77 - MODEL SHEETS AND CHAR¬ 
ACTER CONSTRUCTION 

BOOKS ON ANIMATION ARE ESPECIALLY HELPFUL FOR 
LEARNING HOW CHARACTERS CAN BE CONSTRUCTED IN 
THE MODEL SHEET PHASE TO INSURE A CONSISTENT 
APPEARANCE THROUGHOUT A STORY. X LEARNED A LOT 
FROM AN OLD PRESTON BLAIR BOOK, AND HE SEEMS 
TO 

ART BY PRESTONl BLAIR £SEE ART CREDITS, PA6E 250). g 


STILL HAVE SOME OTHERS IN PRINT, BUT LOOK AROUND 
AND YOU CAN PROBABLY FIND QUITE A FEW. 

HERE’S AN EXAMPLE FROM PRESTON BLAIR’S RECENT 
BOOK CARTOON ANIMATON: 





l 


| SWITCHES OF EMOTION LIKE A THREE-WAY FLOOR LAMP. 
FACES ARE INFINITELY MORE SUBTLE THAN THAT, AND 
THE EMOTIONS THAT GOVERN THEM ARE SUBTLER 
| STILL. 

P this IS ANOTHER PLACE WHERE A COLOR ANALOGY 
; MIGHT BE USEFUL. A PURE RED, GREEN OR BLUE IS 
RARELY SEEN IN NATURE WHERE VARIATIONS OF HUE, 

% SATURATION AND VALUE LEAD TO AN INCREDIBLY 
SUBTLE WORLD OF COLORS. DESCRIBING A HILLSIDE AS 
| "GREEN" OR A RUSTY ABANDONED CAR AS "ORANGE" 

P BARELY SCRATCHES THE SURFACE. BUT UNTIL WE 
UNDERSTAND THE BASIC PRINCIPLES OF HOW PRIMARY 
COLORS COMBINE WITH ONE ANOTHER, OUR CHANCES OF 
REPRODUCING THAT SUBTLETY IN ART IS REDUCED. THE 
: CHARTS ON PAGES 84 AND 85 ARE JUST MY WAY OF 
I SHOWING WHAT HAPPENS WHEN THE “RED” AND “BLUE” 
P OF EMOTIONS COMBINE. 

| FACES ARE MACHINES, BY THE WAY. THAT DOESN'T 
I MAKE THEM ANY LESS BEAUTIFUL. 


PAGE 78 - GRAVITY AND SEPARATION 

THE BIGGEST PROBLEM WITH KEEPING CHARACTERS 
INTERNALLY CONSISTENT AND DIFFERENT FROM ONE 
ANOTHER IS THAT AFTER A WHILE, CHARACTERS WIND 
UP SOUNDING MORELAND MORE LIKE THEIR AUTHOR— ■; 
ONE OF MANY REASONS TO HAVE AN HONEST FRIEND 
READING YOUR SJUFF AND LOOKING OUT FOR SUCH 
UNWANTED HABITS. 


PAGE 80-101 - FACIAL EXPRESSIONS: 
GENERAL COMMENTS 

ONE OF THE BIG PROBLEMS WITH HOW-TO-DRAW B 
IS THE IMPLICIT ASSUMPTION THAT READERS SHOULD 
STUDY THE MASTER'S DRAWINGS AND IMITATE THEM 
(AN ESPECIALLY BAD IDEA IN MY CASE, SINCE I'M HAR 
A "MASTER"). 




i. 


IN ; 

I|||- 


THE DRAWINGS IN THIS SECTION ARE MY BEST 
ATTEMPTS TO ILLUSTRATE THE PRINCIPLES OF FACIALx 
EXPRESSION I’M DESCRIBING, BUT THEY'RE NOT 
SUPPOSED TO SHOW THE "RIGHT WAY" TO DRAW | 
SPECIFIC EXPRESSIONS. THERE ARE COUNTLESS WAYS | 
DRAW ANY EXPRESSION, AND COUNTLESS ARTISTS ;J 
WHOSE TECHNIQUES YOU CAN STUDY. 


THE BEST SOURCES X FOUND FOR FACIAL EXPRES5IC 
(BESIDES REAL-LIFE OBSERVATIONS) WERE DARWIN, 
PAUL EKMAN AND ARTIST GARY FAIGIN. SEE BIBLIOG 
PHY FOR MORE INFORMATION ON EACH. FAIGIN'S 800 
THE ARTIST'S COMPLETE GUIDE TO FACIAL EXPRESS! 
WAS ESSENTIAL AND HIGHLY RECOMMENDED. 


1 


PAGE 84-85 - THE CREEP FACTOR 

OKAY, EVEN I FIND THESE TWO PAGES KIND OF CRE 
AND REDUCTIVE, SO I CAN HARDLY BLAME YOU IF Y 
FEEL THE SAME WAY. NOBODY WANTS TO THINK OF 
THEIR FACE AS A MACHINE, REACTING TO INTERNAL 


PAGE 91, PANELS ONE AND TWO 
EMOTIONS 


HIDING 


I CHRIS WARE, IN A NEW YORKER "MASTER CLASS" WITH 
| CHARLES BURNS (AVAILABLE ON ITUNES, THOUGH A BIT 
I PRICEY) QUESTIONED THE USEFULNESS OF EVEN TRYING 
1 TO TEACH BASIC EMOTIONAL EXPRESSIONS TO 
[ CARTOONISTS, LARGELY BECAUSE OF THE WAY ADULTS 
p HIDE EMOTIONS: 

It T JUST RECENTLY HAD A DAUGHTER, AND I THINK THE 
I ONLY HUMAN BEINGS ON THE PLANET WHO COMMUNI- 
jj CATE THIS WAY ARE BABIES. ONLY THEY REALLY USE 
t THEIR FACES TO EXPRESS THEMSELVES, AND BY ABOUT 
;■ AGE TWO, THEY START TO TRY TO [CONTROL THEIR 
M FACES] OR LIE TO YOU. I THINK ONLY A CHILD IS 

I COMPLETELY HONEST IN THEIR FACIAL EXPRESSIONS, 

AMD BEYOND THAT, ONE OF THE SECRETS OR TRICKS TO 

II Drawing a successful comic strip about adults, if 
I yOU'RE DRAWING THEM FROM THE OUTSIDE IN, IS TO 

REMEMBER THAT MOST ADULTS LIE WITH THEIR 


PAGE 94-79 - when not to be subtle 

(EVEN IF YOUR DRAWING STYLE INCLUDES A SOME VERY 
^SUBTLE EXPRESSIONS, YOU’LL NEED TO KEEP THEM 
i SIMPLE IN LONGSHOT. HERE’S PART OF A PANEL BY 
||AIME HERNANDEZ: 

ww way 'M'b V cai ) ( era, 

|f| DD.STftKE GOLD (W l RAY y 


AM ° TOP: ART BY JAIME HERNANDEZ. CENTER RfOHT: 
|P M0R T WALKER. BOTTOM RI6HT: ART BY KYLE BAKER 
t ART CREDITS, PA<SE 258). 


EACH EXPRESSION IS ALMOST STICK FIGURE SIMPLE, BUT 
IT HELPS US TO HEAR THE SARCASM, STERN RESOLVE 
AND INNOCENT AFFECTION IN THEIR CORRESPONDING 
WORD BALLOONS. 



MORE COMPLEX EXPRESSIONS ARE BEST USED FOR 
CHARACTERS IN CLOSE-UP THAT READERS WILL BE 
GETTING A GOOD LOOK AT. FACE5 IN THE BACKGROUND, 
OR THOSE THAT ARE PART OF A CROWD MIGHT NEED TO 
TELEGRAPH THEIR EMOTIONS A BIT MORE. 


PAGE 9 6 - THEY HAVE NAMES' 

MORT WALKER'S THE LEXICON OF COMICANA GIVE5 SOME 
GREAT, FUNNY NAMES TO A LOT OF FAMILIAR CARTOON 
SYMBOLS (THOSE SWEAT BEADS? MORT CALLS ‘EM 
"PLEWDS/"). SEE BIBLIOGRAPHY TO TRACK DOWN A 
COPY. 


© <©> 

Jams Quimps Nifties 



PAGE 99, PANEL SEVEN - PANEL-TO-PANEL 
CHANGES 

HERE ARE FOUR CONSECUTIVE FACES FROM A FOUR- 
PAGE SILENT COMIC BY KYLE BAKER. CAN YOU FIGURE 
OUT THE SITUATION FROM THE FACES ALONE? 



















ORDINARILY, WHEN LUCY YELL5> SHE HAS A HEAVY, 

ANGRY BROW, AS IF ON THE VERGE OF PUNCHING 

somebody, in this sequence, though, the brow is 

UP, INDICATING A MORE REASONABLE KIND OF OUTRAGE. 
MEANWHILE, LINUS’ SMILE IS STILL ON ITS WAY DOWN 
(REAL SMILES FADE GRADUALLY) BUT WE CAN BEGIN TO 
SEE THE LOWER LIP HEADING OUT A BIT INTO THE 
STRETCH THAT DENOTES FEAR (ALONG WITH THE BODY 
LANGUAGE TO MATCH): 


EVEN IN SIMPLER CARTOON STYLES, ONE OR TWO WELL 
CHOSEN LINE5 CAN GO A LONG WAY TOWARD SPECIFYING 
AN EMOTION, AS IN THIS TWO PANEL TRANSITION FROM 
CHARLES SCHULZ’5 PEANUTS: 


PAGE I OH- - BODY LANGUAGE FACTORS 


ART BY CHARLES SCHULZ, JAIME HERNANDEZ, WILL EISNER 
AND CRAI6 THOMPSON (SEE ART CREDITS, PAOE 258>. 


OPTIOMAL EXERCISES 


# I - CHARACTER LIFE HISTORY 
(PAGES 6H-66) 

FROM PAGE 6A, PANEL SIX: "JUST CONSIDER YOUR OWN 
HISTORY AND HOW IT SHAPED YOU.'' 

TRY LISTING THE FIVE M05T IMPORTANT ASPECTS OF 
YOUR OWN HI5TORY. YOUR FAMILY LIFE, PLACE OF BIRTH, 
BIG EVENTS, ETC... THEN CREATE A NEW CHARACTER 
THAT LOOKS NOTHING LIKE YOU, BUT HAS THOSE SAME 
KEY EXPERIENCES IN HIS/HER PAST. CONSIDER WHAT 
KIND OF PERSON COULD HAVE EMERGED FROM THAT 
HISTORY. 


TRY A ONE PAGE SEQUENCE OF A PERSON HOLDING A 
PHONE TO THEIR EAR, SPEAKING ONLY OCCASIONALLY, 
MAKING SHORT UNSPECIFIC ANSWERS OR COMMENTS ON 
WHAT THE UNSEEN CALLER IS TELLING THEM ("I SEE,” 
“UH-HUH“NO, OF COURSE,” ETC...). SEE IF YOU CAN 
COMMUNICATE HOW THE OTHER CALLER IS AFFECTING 
THEM EMOTIONALLY, THROUGH THEIR CHANGES OF 
EXPRESSION AND BODY LANGUAGE ALONE. 

EXTRA CHALLENGE: CAN YOU THEN TAKE THE EXACT 
SAME DIALOGUE AND REDRAW THE CONVERSATION TO 
HAVE A COMPLETELY DIFFERENT EMOTIONAL MEANING? 


#5 - TAR&ETIN& EXPRESSIONS 

PICK TWO EXPRESSIONS FROM THI5 LIST, AND DRAW A 
FACE TO MATCH EACH : 


; MOW CREATE A SECOND CHARACTER THAT HAD AN 
OPPOSITE LIFE HISTORY IN THOSE SAME FIVE WAYS. HOW 
WOULD THE TWO OF THEM RELATE TO ONE ANOTHER IF 
CIRCUMSTANCES THREW THEM TOGETHER? 


#2 » CASTING A WIDE NET (PAGE 71) 


• CONFIDENT 

• UNCERTAIN 

»FRUSTRATED 

• HURT (EMOTIONALLY) 

- FLIRTATIOUS 

- MISCHIEVOUS 
■ TIRED 


CREATE A CAST OF THREE TO FIVE CHARACTERS THAT 
; ARE ALL DIFFERENT IN AT LEAST FOUR OF THE FOLLOW- 
: IMG WAYS, BUT ALL THE SAME IN ONE OTHER RESPECT. 
HOW DO THEIR DIFFERENCES HELP TO HIGHLIGHT THE 
ONE THING THEY ALL HAVE IN COMMON? 


THEN GIVE THE 5AME LI5T TO A FRIEND, ALONG WITH 
YOUR DRAWINGS, AND ASK HIM/HER TO GUESS WHICH 
EXPRESSION YOU WERE GOING FOR. 


• HEIGHT 

• WEIGHT 

• FACIAL PROFILE 

• BEAUTY 

• STRENGTH 

• RACE AND ETHNICITY 

• BACKGROUND 

• DESIRES 


• AGE 

• INTELLIGENCE 

• STYLE OF OUTFIT 

• TEMPERAMENT 

• OBLIGATIONS 

• ALLEGIANCE 

• GENDER 


#3 - DIFFERENT DESIRES (PAGE 67) 

' 

J RY CREATING A 1-2 PAGE ROUGH COMIC FEATURING ONE 
OF THESE PAIRINGS IN CONVERSATION. USING DIALOGUE, 
ifAL EXPRESSIONS AND BODY LANGUAGE, CAN YOU 
J&E IT CLEAR TO THE READER WHAT EACH CHARACTER 
$AMTS, WITHOUT THEM HAVING TO COME OUT AND SAY 
BpIRECTLY?: 


#6 - TARGETING* POSES 

PICK ONE OR TWO ATTITUDES FROM THIS LIST, AND 
DRAW A BODY TO MATCH: 

• POMPOUS 

• UNEASY 

• IMPATIENT 

• AGGRESSIVE 

• TIRED 

• HUMBLE 

• 5TUBBORN 

NO FACIAL EXPRESSION FOR THIS ONE, JUST A NOSE 
AND EARS TO SHOW HEAD POSITION. 

AGAIN, GIVE THE SAME LIST TO A FRIEND AND ASK 
HIM/HER TO GUESS WHICH POSE YOU WERE GOING FOR. 


g AN UNDERCOVER FEMALE COP LOOKING FOR A 
j|KILLER IN A SINGLES BAR, AND A GUY TRYING 
TO HIT ON HER. 

•A NEWSPAPER REPORTER DOING TAPED 
INTERVIEWS OF “LIFE ON THE STREET” AND A 
| hungry homeless man hoping he’ll be 

OFFERED PART OF THE SANDWICH THE 
REPORTER IS HOLDING. 

| A SUPERHERO TRACKING A VILLAIN AND THAT 
I SAM £ VILLAIN IN DISGUISE, POSING AS A 
1 C|V IUAN OFFERING TO “HELP” THE HERO. 


#7 - BODY LANGUAGE IN SEQUENCE 

TRY DRAWING A SHORT COMIC SHOWING TWO FACELESS 
STICK FIGURES IN CONVERSATION. WITHOUT USING ANY 
WORDS AT ALL, CAN A FRIEND DESCRIBE EACH 
CHARACTER’S CHANGING EMOTIONS? 


ADDITIONAL NOTES AT: 

WWW.5COTTMCCLOUD.COM/MAKINGCOM ICS 
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THESE ARE MY OWN CATEGORIES AND THEY'RE BY NO 
MEANS COMPLETE (AS I MENTION ON PAGE III). MY 1 
REFERENCES FOR BODY LANGUAGE WERE A SIT MORE 
SPOTTIER THAN THOSE FOR FACIAL EXPRESSIONS. IN I 
THIS SECTION, I RELIED MORE ON MY OWN OBSERVA¬ 
TIONS FOR PUTTING IT ALL INTO SOME USEFUL ORD§ 


PAGE II! - OTHER BODY SIGNALS 


m - EXPRESSIONS AND BODY LANGUAGE 
(PAGES 80-120) 


PARTS OF THIS PAGE DRAW ON IDEAS IN DESMOND 
NORRIS' 1777 BOOK MAMWATCHING (SEE BIBLIOGRAPHY). 


BODY LANGUAGE 


PAGE 102-111 


HERE ARE SOME BETTER ARTISTS THAN ME, DEMON¬ 
STRATING THE TYPES OF RELATIONSHIPS I DESCRIBE IN 
THE BODY LANGUAGE SECTION, STARTING WITH JAIME 
HERNANDEZ ON ELEVATION AND STATUS: 





















' '" Uimil,lil fj Hi j 

If Iw/rV/K 


Chapter Three 


Seamless Integration and 
the “Desperation Device’’ 


r THE POWER OF WORDS IS AM UNDENIABLE PART OF THE APPEAL OF THIS 

ART FORM WE CALL COMICS. SO STRONG IS THE ROLE OF WORDS IN THE VAST 
MAJORITY OF GREAT COMIC STRIPS, COMIC BOOKS AMD GRAPHIC NOVELS DURING 
’HE LAST IOO YEARS, THAT SOME COMICS SCHOLARS SUCH AS R.C. HARVEY HAVE 
/ SUGGESTED THAT THE ARTFUL COMBINATION OF WORDS AND PICTURES 

Th ree SHOULD BE INCLUDED in ANY COMPREHENSIVE DEFINITION OF COMICS. I 

THINK IT’S POSSIBLE TO CREATE 
/ WORDLESS COMICS (AND IN THESE 

The Power of Words 

THE IDEA OF COMICS AS PICTURES 
IN SEQUENCE, WITH OR WITHOUT 
\nte>ar*t\nn and WORDS) SO I WOULDN’T NECESSARILY GO THAT FAR, BUT 

m teg rati on anu clearly any examination of the art of making comics 

Deration Device ” should place the role of words front and center. 

^ ♦ WORDS EVOKE FEELINGS, SENSATIONS AND ABSTRACT 

CONCEPTS WHICH PICTURES ALONE CAN ONLY BEGIN TO 
CAPTURE; THEY’RE COMICS’ ONLY TRADITIONAL LINK WITH THE WARMTH AND NUANCE OF THE 
HUMAN VOICE; THEY OFFER C0MIC5 CREATORS THE OPPORTUNITY TO COMPRESS AND EXPAND 
TIME; AND WHEN WORDS AND PICTURES WORK INTERDEPENDENT, THEY CAN CREATE NEW 
IDEAS AND SENSATIONS BEYOND THE SUM OF THEIR PARTS. • WORDS HAVE ALSO PLAYED 
A ROLE IN THE GRAPHIC EVOLUTION OF MODERN COMICS AND THROUGH THEIR OFFSPRING 
— THE WORD BALLOON, CAPTION AND SOUND EFFECT — HAVE GIVEN RISE TO A WEALTH 
OF UNIQUE GRAPHIC DEVICES, MANY OF THEM NOW CLOSELY ASSOCIATED WITH COMICS 
AND APPROPRIATED IN OTHER MEDIA ON A REGULAR BASIS. • SOME APPROACH THE 
\ COMICS PROFESSION HOPING TO WRITE FOR OTHERS TO DRAW, AND FOR THEM, WORDS 

\ ARE THE VERY SUBSTANCE OF THEIR CRAFT. BUT WHETHER YOU PLAN TO WRITE FOR 

OTHERS, OR WRITE AND DRAW EVERYTHING YOUgSELF, IT’S A STRONG VISUAL 
» \ IMAGINATION AND THE SEAMLESS INTEGRATION OF WORDS AND PICTURES WHICH 
\ MARKS COMICS’ BEST WRITING. • TODAY, WITH A CENTURY OF MODERN 
P l\ _*> COMICS UNDER THEIR BELT, CARTOONIST^ HAVE EVOLVED AN ARTFUL, 

* ) SOPHISTICATED DANCE BETWEEN WORDS AND PICTURES WHICH / 

jL _X- EMPHASIZES EACH ONE’S STRENGTHS, BUT ALSO /{- ^ 

— STRIVES, WHENEVER POSSIBLE, TO FIND THE X 3 

PERFECT - II 1 1 - 





BALANCE 

BETWEEN THE 
T 


IN MOST GREAT COMICS, THAT BALANCE IS 


THE LEAD, SOMETIMES PICTURES DO • 


— BUT BOTH WORK 


FORWARD 



COMICS IS A MEDIUM OF FRAGMENTS - A PIECE OF TEXT HERE, A CROPPED PICTURE THERE - BUT WHEN IT 
WORKS, YOUR READERS WILL COMBINE THOSE FRAGMENTS AS THEY READ AND EXPERIENCE YOUR STORY AS A 

continuous WHOLE. .—. 


^4irp o o 


MEANWHILE.../ 





OO o 



I 





AND AS NOTED IN CHAPTER ONE, IT’S THAT 
SENSE OF CONTINUOUS EXPERIENCE THAT CAN 
HELP MAKE READING FEEL LIKE LIVING. 


IN THIS 

CHAPTER, WE’LL EXAMINE SEVEN 
WAYS WORDS AND PICTURES CAN COMBINE 
TO ACHIEVE THAT SEAMLESSNESS 
\ AND BALANCE - 



— PLUS THE 
ART OF USING 

WORD 

BALLOONS to 

GIVE VOICE TO YOUR 
CHARACTERS — 


— CAPTURING THE 
ESSENCE OF SOUND 
WITH SOUND 
EFFECTS - 


“ and SOME NOTES ON COMBINING WORDS 
AND PICTURES THROUGH THE JOINT EFFORTS 

OF WRITER-ARTIST TEAMS. 




■■sum 






























































IN UNDERSTANDING- COMICS, 1 
IDENTIFIED A FEW DISTINCT CATEGORIES OF 
WORD/PICTURE COMBINATIONS.* 



I. WORD-SPECIFIC 

WORDS PROVIDING ALL YOU NEED TO 
KNOW, WHILE THE PICTURES ILLUSTRATE 
ASPECTS OF THE SCENE BEING 
DESCRIBED. 



2. PICTURE-SPECIFIC 

PICTURES PROVIDING ALL YOU NEED TO 
KNOW, WHILE THE WORDS ACCENTUATE 
ASPECTS OF THE SCENE BEING SHOWN. 




3. DUO-SPECIFIC 

WORDS AND PICTURES BOTH SENDING 
ROUGHLY THE SAME MESSAGE. 


4. INTERSECTING 

WORDS AND PICTURES WORKING 
TOGETHER IN SOME RESPECTS WHILE 
ALSO CONTRIBUTING INFORMATION 
INDEPENDENTLY. 



5. INTERDEPENDENT 

WORDS AND PICTURES COMBINING TO 
CONVEY AN IDEA THAT NEITHER WOULD 
CONVEY ALONE. 



6. PARALLEL 

WORDS AND PICTURES FOLLOWING 
SEEMINGLY DIFFERENT PATHS WITHOUT 
INTERSECTING. 



7. MONTAGE 


WORDS AND PICTURES COMBINED 
PICTORIALLY. 


*5EE UNDERSTANDING COMICS PAGES 153-ISS. 
NOTE THAT IVE CHANGED THE NAME OF ONE 
CATEGORY. “ADDITIVE” IS NOW “INTERSECTING” 
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WORD-SPECIFIC COMBINATIONS 
OFFER SOME POWERFUL ADVANTAGES 
FOR STORYTELLERS. 


INTERSECTING 


INTERDEPENDENT 


PARALLEL 


FIVE Y EARS LATER , THAT 
TEN DOLLAR BILL HAD 
BECOME THIRTY MILLION! 


montage 


THE FIRST OF THESE ADVANTAGES, 
COMPRESSION, MAKES USE OF 
THE WRITTEN WORD’S ABILITY TO 

\ REDUCE BIG CHUNKS OF TIME / 
AND INFORMATION DOWN / 
y \ TO A FEW TINY / / 
WORDS. / / 


MIRANDA GAVE ME THE 
KEYS AND SMILED... 


I. WORD-SPECIFIC 


THIS IS ESPECIALLY USEFUL 
WHEN YOU’RE WRITING A SHORT 
and/or FIXED-LENGTH comic, and 
you want TO JUMP AHEAD quickly 

, TO THE HEART OF YOUR STORY. 


IT MIGHT HELP TO THINK OF 
THESE SEVEN CATEGORIES 

DIAGRAM M ATI CALiy. 


WORD-SPECIFIC 

(wcg) 

PICTURE-SPECIFIC 

((§Tp) 

DUO-SPECIFIC 


HERE’S HOW — 
^AHEMc — EACH OF 
THESE SEVEN CAN HELP 
YOU ADVANCE YOUR 
\ STORY. / 




i 


M\ 


NO MATTER HOW BIG 


THE EVENT, WORDS 


CAN PACK IT DOWN 


YOU JUST NEED TO 
DECIDE HOW MUCH YOU 
WANT YOUR READERS 
TO SEE FOR 
THEMSELVES and 

HOW MUCH YOU WANT 
THEM TO IMAGINE. 





































you COULD SHOW A NARRATOR SPEAKING 
DIRECTLY TO THE READER. 


YOU COULD EVEN ILLUSTRATE IT ENTIRELY WITH 

SyMBOLS. 












































































































































THESE ARE PANELS IN WHICH THE WORDS AND 
PICTURES COVER SOME OF THE SAME GROUND, 
BUT EACH ADDS SIGNIFICANT DETAIL OR 
PERSPECTIVE TO the scene. 


INTERSECTING ^ 

COMBINATIONS CAN BE A BIT 
HARDER TO PICK OUT THAN OUR LAST THREE: 

BUT THEY’RE USEFUL AND PRETTY 
^ COMMON. ^ 


HOW D’VA 
LIKE MV 
NEW WEAOS, 
v BABE? > 


IMPORTANT INFO ABOUT 
THE CHARACTER’S 
PHYSICAL APPEARANCE 
AND FASHION CHOICES. 


IMPORTANT INFO ABOUT 
THE CHARACTER’S 
ATTITUDE AND HIS 
TARGET AUDIENCE. 


LEFT TO 

THEIR IN5TINCT5, MANY CARTOONISTS WILL 
USE A LOT OF INTERSECTING COMBINATIONS, CREATING 
PAGES WHICH READERS COULD PARTIALLY MAKE SENSE OF 
WITHOUT THE WORDS, AND PARTIALLY MAKE SENSE 
x. OF WITHOUT THE ART. 


SHUiCHlP 


Two eoos. PAL 


what? pip TH' 
PRt ce eo UP : 


VJHAT’S Vovr NAME 


here'J A urnr some-’ 
thing for your effort s 


He ad i 


f>oTHGK 


g CAhJ MOYG > 
M A felTT-. BUT 

DOKl^T THNfc 

cah fly. j 


TOP DOWN: ART BY JUN Jl ITO, JEFF SMITH, TOM 
HART, CHRIS WARE, JAMES STURM, DAVID S. AND 
VERA BR0S60L (SEE ART CREDITS, PAGE 258). 


INTERDEPENDENT COMBINATIONS 
AREN’T AS COMMON, BUT WHEN DONE WELL 
THEY CAN ACHIEVE MEMORABLE EFFECTS. 


HERE, THE RESULT OF WORDS AND PICTURES IN 
COMBINATION IS UTTERLY UNLIKE WHAT EITHER 
COULD ACHIEVE ALONE. 




5. INTERDEPENDENT 


A 


WITHOUT THE 
ART, WE WOULD 
TAKE HER 
WORDS AT FACE 
VALUE. 


WITHOUT THE 
WORDS, WE 
WOULDN’T 
KNOW SHE WAS 
LYING. 


I’M SO HAPPY FOR you.. 



IN THE COMICS ADAPTATION OF PAUL AUSTER’S 
CITY OF GLASS, STORYTELLERS KARASIK AND 
MAZZUCCHELLf USE SUCH A COMBINATION TO SYMBOLICALLY 
SHOW THE INNER TURMOIL OF A MAN (“QUINN”) 

WHOSE WIFE AND CHILD HAD DIED. . 


IN PANEL TWO, ONLY THE WORDS TELL 
US THE SOURCE OF QUINN’S EMOTIONAL 
‘WOUND” AND ONLY THE ART PORTRAYS THE 
MOMENT AS ANYTHING MORE THAN A 

POLITE CONVERSATION. 


QUINN PELT AG THOUGH AU*TER WERE TAUNTING 
HIM WITH THE THING* HE HAD LO*T. 



4\ ! 




INTERDEPENDENT COMBINATIONS KEEP READERS’ MINDS FULLV ENGAGED 
BECAUSE THEY REQUIRE THEM TO ASSEMBLE MEANINGS OUT OF SUCH 
DIFFERENT PARTS. SUCH EFFECTS CAN BE STIMULATING, GRATIFYING — 


AND THIS IS MY 


— AND A 
KIND OF 

EXPERIENCE RARELY 
FOUND OUTSIDE OF 

COMICS. 





V... 
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IN PARALLEL COMBINATIONS, WORDS 
AND PICTURES DON’T CONNECT AT ALL — 


..AND THAT'S HOW 
I MET MV REAL 


'...LET ME DRIVE 
FOR AWHILE." 


“MIND GIVING- ME 
A &ACK-RU6 ?' 


DO VOU MISS 
CHARLIE?” 


"as you 

WISH.” 


MY CABLE BILL IS PAID UP FOR 
THE NEXT THREE M0N7H5 .... 


— SUCH AS ""X 

IN ART SPIEGELMAN’S IT73 PAGE 
“DON’T (SET AROUND MUCH ANYMORE” 
WHERE THE CONTENTS OF THE CAPTIONS 
REFER PRIMARILY TO THE PICTURES THAT 
PRECEDE THEM> CREATING A 
DISORIENTING SENSE OF 
\ PSYCHOLOGICAL INERTIA.* ^ 


...I HAVE A ROOM 
WITH A VIEW.— 


^ PARALLEL 
COMBINATIONS CAN 
ALSO BE PUT TO MORE 

EXPERIMENTAL 


ART 3Y ART SPIE&EIMAM (SEE ART CREDITS. P£$] 


SUCH COMBINATIONS 
CAN HAVE BOTH 
PRACTICAL AND 
AESTHETIC 

APPLICATIONS. 


— OR IT CAN BE USED TO SOFTEN A TRANSITION 
FROM ONE SCENE TO ANOTHER. 


DIALOGUE FROM ONE SCENE CAN RUN 
THROUGHOUT ANOTHER TO SAVE ROOM 
AND CREATE a DENSE, LAYERED TEXTURE 


— THOUGH THEIR 
PATHS MAY BEND 
TOWARD EACH 
OTHER IN LATER 
PANEL5. 




























































PANEL SEVEN: SEE ART CREDITS, PAGE 258. 


ARE BOTH PICTURES AND 
WORDS CONTRIBUTING 
SOMETHING OF VALUE 
TO EACH PANEL? 


COULD THE TWO 
TOGETHER BE 
MORE THAN THE SUM 
OF THEIR PARTS? 


OR COULD THEY EACH 
CARRY A VASTLY 
DIFFERENT 
ME5SAGE? 


DO WORDS AND 
PICTURES NEED TO BE 
TREATED ALL THAT 

DIFFERENTLY? 


Heading -for town? 


Sure, ^et in 




T 


• "&U T WHY DON'T 


YOU 4TAY AND RAVE 


dinner? 


4\ 




"MIND GIVING- ME 
A BACK-RUB ?" 


J 




y 


m 


;s \' 


wm 


ONCE AGAIN, 

THERE’S NO "WRONG” WAY TO MIX WORDS 
WITH PICTURES, BUT IF YOU WANT TO HOLD 
YOUR READER5’ ATTENTION — 


” THERE ARE 
A COUPLE OF 
THINGS TO 
WATCH FOR. 


FIRST: KEEP YOUR 
WORD COUNT 
UNDER CONTROL/ IF 
HALF OF EVERY PANEL 
IS COVERED IN WORDS, 
YOU MIGHT WANT TO 
CONSIDER SAYING MORE 
WITH THE PICTURES, 
ADDING MOMENTS TO 
BREAK UP THE TEXT 
INTO SMALLER CHUNKS, 
OR SIMPLY USING 
FEWER WORDS TO GET 
YOUR MESSAGE 
ACROSS. ALSO, DON’T 
THINK THAT, UM... 

OH CRAP, I’M, RUNNING 
OUT OF ROOM — JUST 

DON’T DO THIS// . 


CONSIDER USING A 
HEALTHY VARIETY OF 
COMBINATIONS SO 
THAT NEITHER SIDE 
OF YOUR READERS’ 
BRAINS IS 
NEGLECTED. 


ijMjlj 


IS 


MOST OF ALL, KEEP 
FOCUSED ON YOUR 
STORY, WHICH BOTH 
WORDS AND PICTURES 
SHOULD EQUALLY 
SERVE — 


. ■ 

■ 


IPS! 


S ° NE> Two FOUR: SEG ART CREDITS, PAGE 258. 
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IN COMICS AND 
SEQUENTIAL 
ART) WILL EISNER 
CALLS THE WORD 
GALLOON A 

“DESPERATION 
DEVICE”; AN 
ATTEMPT TO 
“CAPTURE AND 
MAKE VISIBLE AN 
ETHEREAL 
ELEMENT: SOUND.” 


• ' ' ' • fr ~<s-f 1 

dif.- Mi £.*kw :r .ct 

'Li-* - - K -* 'V'* - *' 

•^(rt.v &s h :i 


/ MV WORPS 

cannot 8e 




BALLOONS PONT EXI5T IN 
THE SAME PLANE OF REALITY 
AS THESE PICTURES, YET 
HERE THEY ARE, FLOATING 
ABOUT LIKE PHVSICAL 
OBJECTS! 



■■■■■■■I 

wm mu 



iki 



' — AS IF TO 

SAY “HEY, I’M 
NOT REALLY HERE, 
THIS IS JU5T WHERE 
THE PICTURE 
ENDS” - 




SHAPE AND STYLE 
ARE ENTIRELY UP TO 
yOU, OF COURSE ~ 


— BUT DO KEEP AN 
EYE ON THE SIZE OF 
YOUR BALLOONS. 

PARTIALLY 

FOR THE REASONS OF 
TEXT/IMAGE BALANCE 
CITED EARLIER ~ ' 




— BUT ALSO 
TO AVOID FORCING 
PICTURES TO 
REPRESENT TOO 
MANY EMOTIONS 
IN A SINGLE IMAGE. 



THIS WILL BE THE BEST 
PARTY EVER! why, if— 

WAIT A MINUTE... WHAT DID HE 
5AV ABOUT “FRANCE" ? OH MY 

GOD, THAT'S THIS WEEKEND! 
HE WON'T BE HERE! MV PART7 

w * RUINED!! 


ONE BALLOON 
REPRESENTING 
FOUR EMOTIONS. 




THIS WILL BE THE 

BEST PARTY EVER! 


WHY. if--; - 



WAIT A MINUTE. 
WHAT DID HE 
5AV ABOUT 
“FRANCE" ? 



ALSO, WHEN OVERSIZED 
WORD BALLOONS TIP THE 
TEXT/IMAGE BALANCE TOO 
FAR, A KIND OF NEUTRALITY 
OF IMAGE KICKS IN — AN 
EXTREME VERSION OF THE 
“EMOTIONAL AVERAGE” 
MENTIONED EARLIER — AND 
A COMIC CAN START TO FEEL 
MORE LIKE ILLUSTRATED 
PROSE. ALSO, IN PANELS 
LIKE THIS ONE, OR THIS 
CHAPTER’S FIRST PAGE, THE 
READER IS LIKELY TO START 
NOTICING THAT THEY’RE 
JU5T READING TEXT — 

EVEN TO THE PO\t^T OF 
DEBATING WHETHER TO SKIP 
PARTS OR NOT — 




©Hi MY GOD, 

THAT'S THIS 
WEEKEND! HE 
wont BE HERE! 


MV PARTY IS 

RUINED!! 




— WHILE IN 
more BALANCED 
COMBINATIONS TEXT 

and image keep 

TAPPING EACH OTHER 
ON THE SHOULDER ~ 


— SO THE N 
READER NEVER 
LOOKS LONG ENOUGH 
TO BREAK THE 
SPELL! 




ftfial 


PAMELS TWO, FOUR AMD SIX: ART By WILL EI5M6R, POSY 
5IMMOMDS, PETER KUPER AMD HOPE LARSOM/LUCY KMlSLEY 
(SEE ART CREDITS, PAGE 258). 
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— AND, AS ^ 
PROSE WRITERS WILL TELL YOU, 
BY THE MEANING'S OF THE 
WORDS THEMSELVES. 


/ THUS, A \ 
f NUMBER OF THE ' 
CARTOONISTS 
WORKING ON QUIETER, 
MORE NATURALISTIC 
STORIES HAVE BEEN 
USING EMPHASIS 
MORE SPARINGLY IN 
V RECENT YEARS. / 



eww : LISTEN 70 THIB i "B0££Y 
0ACAU' I AM DWM WC7-I6M 
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'iCM APE FGM. N0N-7WPBG- 

MGNTAL r 10VE6 : H^NSBTY. PlU^W- 
FIBHTB, MPdJNU&HTSePENAPGS, 
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X THINK the KEY 

'NOW IB "N<7M' 

ttwpgementau 


JugB 


OKI 


Ow MY &?D ! - BE THE OPTEFT OF 

MY DGBIPE- MARRIAGE'MtMPEP 
PPPF BWM,3l SEE KB PERFECT IP, 
lG-2^4 - I WPM'TTAKE W F<?£ AN 
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GPP' THAT* r“ 

ec> Scary *. \\ 

MY BPGATEBT FEAR \ \\ 

IB THAT BOMG Preep ) \ 

LIKE THAT WILL FALL j ' 

IN IPV6 WITH ME? / ^ 


SIMILARLY, IN THE LA5T DECADE A GROWING 
NUMBER OF ARTIST5 ARE TURNING FROM COMICS 
BRASSY ALL-CAPS TRADITION TO EMBRACE 
UPPER- AND LOWERCASE FONTS. 


-Vi 


,rN'i£ 


m 


Ik 


PERSONALLY, I GO BACK AND FORTH A LOT ON THE 
QUESTION OF WHETHER OR NOT TO USE UPPER- AND 
LOWERCASE LETTERING. 


MY FIRST BOOK WAS yk 
HAND-LETTERED IN AZZ V 
CAFSW PRO LETTERER 
&Q& lAPPAMy, 


The next book ^ 
used an UPPER-and 
lowercase font with 
bold Italics . * 


MMI 


sastes 


iikl 


m 


Upper- and lowercase letters do ^ 
have some advantages including their 
more distinct word shapes that 
fete. facilitate scanning. ^ 


W Is it possible that ^ 
the whole ALL CAPS 
thing is just an old habit 

L that comics needs to 
outgrow? A 


w 


■■ 111 *; 

a « 


THIS ONE USES A FONT BASED ON MY HANDWRITING-. 


CHECK OUT 

THE NOTES SECTION AT THE END OF 
THIS CHAPTER FOR MORE ON THIS DEBATE 
AND WHY I’M STILL ON THE FENCE. 


/ ALSO CHECK 
CHAPTER FIVE FOR 
SOME INFO ON 
TRADITIONAL AND 
DIGITAL LETTERING 

v TECHNIQUES. 


If-- ART ey DANIEL CLOWES. MIDDLE-LEFT: ART 
IffSON LUTES (SEE ART CREDITS, PAGE 258). 













































-- and in the case of 
SOUND EFFECTS, THEY 
graphically BECOME 
WHAT THEY DESCRIBE — 


' — BUT THERE N 
ARE SOME SET 
VARIABLES THAT 

YOU CAN IMPROVISE; 

WITHIN, 

\ INCLUDING... 3 


SOUND EFFECTS ARE 
ONE-SHOT INVENTIONS YOU CAN 
IMPROVISE LIKE CRAZY. 


ONCE AGAIN; NO 
‘RIGHT’' OR “WRONG 1 
APPROACHES — 


LOUDNESS, as 

INDICATED BY SIZE, 
BOLDNESS, TILT AND 
EXCLAMATION 
POINTS. 


TIMBRE, the 

QUALITY OF THE SOUND, 
IT5 ROUGHNES5, 
WAVINESS, SHARPNESS, 
FUZZINESS, ETC... 


BUT AS COMICS 
CREATORS, IF WE WANT 
TO REPRODUCE 
that kind of 

EXPERIENCE, WE NEED 
TO DO IT USING ONLY 
ONE SENSE. 


ASSOCIATION. 

FONT STYLES AND 
SHAPES THAT REFER 
TO OR MIMIC THE 
SOURCE OF THE 
SOUND. 


^ THANKS TO FILM AND 

TELEVISION, WE’VE GOTTEN USED TO 5TORIE5 THAT 
CONTINUOUSLY USE SIGHT AND SOUND AND OFFER 
RICH, IMMERSIVE EXPERIENCES. 


KNOCK - KNOCK. 

KNOCK- KNOCK 


KNOCK# 


GRRRfL. 

>/77/p2 


OF COURSE, IF YOU’RE GOING FOR A MORE 
UNDERSTATED KIND OF STORY YOU MAY 
WANT TO AVOID TOO MANY FLASHY EFFECTS — 


WORDS PLAY AN IMPORTANT ROLE IN COMICS BY 
BRIDGING THAT GAP. THEY GIVE VOICE TO OUR 
CHARACTERS, ALLOW US TO DESCRIBE ALL FIVE 
SENSES — 


GRAPHIC 


nun 


nr/ 




PURE DESIGN 
CONSIDERATIONS OF 
SHAPE, LINE AND 
COLOR — A5 WELL 
AS HOW THE EFFECT 
MIXES WITH THE 
PICTURE. 


II 


BMKD7A 


B m 


- AND give 

READERS A RARE 
CHANCE TO 

LISTEN - 


CREATING GREAT 
SOUND EFFECTS 
DOESN’T REQUIRE THE 
SORT OF METHODICAL 
CONSISTENCY THAT 
GOOD BALLOON 
LETTERING NEED5. 












































' THE COMICS > 
SCRIPT IS THE TOOL 
MOST ASSOCIATED WITH 
WRITING* COMICS THAT 
OTHERS WILL 


Mi 


~ THOUGH THERE 
ARE SOME LONE 
CARTOONISTS WHO 
WRITE FULL SCRIPTS 
FOR THEM5ELVES. 


SGftirCH 

SCRATCH 






WRITING 

COMICS SCRIPTS IS AN ART UNTO ITSELF; 
CHECK THE BIBLIOGRAPHY FOR SOME BOOKS 
THAT CAN GIVE YOU DETAILED GUIDES ON 
>w HOW IT’S DONE. 


BUT REMEMBER, EVEN IF YOU TEAM UP WITH 
SOMEONE TO CREATE COMICS, YOUR STORIES WILL BE 
AT THEIR STRONGEST IF THEY FEEL LIKE THEY WERE 
CREATED WITH A SINGLE-MINDED PURPOSE. 


BEWARE OF THE WRITER-VERSUS-ARTIST 
SYNDROME WHERE ONE COLLABORATOR TRIES TO WIN 
THE READER OVER WITH EVOCATIVE PR05E AND THE 
OTHER TRIES TO DAZZLE THE READER WITH 
SUMPTUOUS ART — 


r 


— WHILE NEITHER ART NOR WRITING EVER FULLY 
ACKNOWLEDGES EACH OTHER. 


NO MATTER WHAT KINDS OF WORD/PICTURE 
MIXTURES YOU PUT IN YOUR COMICS — 


Lkll 


IT’S WHEN WORDS 


AND PICTURES 


COMBINE 


SEAMLESSLy 


THAT COMICS ARE AT 


THEIR BEST 




UK4II 


IIHI 


WHETHER YOU 
WORK ALONE OR A5 
PART OF A TEAM, 
THAT’S A GOAL WORTH 
PURSUING. 


Ml 


IB* 




















































































































— cam as easily write what 

THAT PERSON SAYS. 


WORDS AMD 
PICTURES, 

FOR ALL THEIR 
DIFFERENCES - 


BOTH SHARE A COMMON PURPOSE AND A 
COMMON HERITAGE. 


-- ARE JUST 
TWO SIDES 
of the SAME 
COIN. 


— AMD the 
PICTURE-LIKE 
IMMEDIACY of SHORT 
SOLD WORDS. 


— BY EMPHASIZING THE CALLIGRAPHIC 
qualities of SIMPLE CARTOON IMAGES - 


GREAT CARTOONISTS 
DEMONSTRATE HOW 
SEAMLESSLY THE TWO CAN 

BE COMBINED - . 


PANEL Flv/E: ART SV PATRICK MCDONNELL 
(SEE ART CREDITS, PAGE 258). 
































m 


mm 



11 

p4 



CHAPTER 3: THE POWER OF WORDS 


PAGE 128, PANEL ONE 
COMICS 


R.C* HARVEY ON 


IN R.C. HARVEY'S OWN WORDS: ‘'...COMICS CONSIST OF 
PICTORIAL NARRATIVES OR EXPOSITIONS IN WHICH 
WORDS (OFTEN LETTERED INTO THE PICTURE AREA 
WITHIN 5PEECH BALLOONS) USUALLY CONTRIBUTE TO 
THE MEANING OF THE PICTURES AND VICE VERSA.' 1 * 


PAGE 129, PANEL ONE 
FRAGMENTS 


A MEDIUM OF 


SEE UNDERSTAND/NtS- COMICS, CHAPTER THREE, FOR 34 
PAGES’ WORTH OF MUSINGS ON WHAT I USUALLY REFER 
TO AS "CLOSURE," THE TENDENCY WE ALL HAVE TO TAKE 
INCOMPLETE INFORMATION AND FILL IN THE BLANKS, 

AND WHY I THINK IT'S ONE OF THE ESSENTIAL BUILDING 
BLOCKS OF THE COM1CS-READING EXPERIENCE. 

PAGE 134, PANEL NINE - THE SMELL OF 
COOKIES 

WRITERS FREQUENTLY OVERLOOK THE OPPORTUNITY 
WORDS GIVE US TO REVEAL WHAT'S GOING ON IN THE 
SENSES OF TOUCH, TASTE AND 5MELL. ONE OF MY 
FAVORITE COMICS WHEN I WAS YEARS OLD WAS 
DAREDEVIL (THE BUND SUPERHERO WHO RELIES ON HIS 
HEIGHTENED OTHER SENSES TO FIGHT CRIME AND 
CHECK OUT JENNIFER GARNER IN THE RAIN) AND I STILL 
REMEMBER AN OVERVOICE CAPTION WHERE HE 
DESCRIBES TRACE SCENTS OF "CORDITE AND GUNPOW¬ 
DER" ALL THESE YEARS LATER. 


HEY... DO 
I SMELL 
FRESH-BAKED 
COOKIES? 


THE INFLUENCE OF MOVIES ON COMICS PROBABLY TIP5 
US TOWARD SIGHT AND SOUND AS THE DOMINANT 
SENSES, BUT WE SHOULD ALSO TAKE A PAGE FROM 
PROSE AND POETRY WRITERS WHO GIVE ALL FIVE 
5ENSE5 THEIR DUE. GIVING READERS A WINDOW INTO A 
CHARACTER’S SENSORY EXPERIENCES CAN INCREASE THE 
INTIMACY OF THEIR RELATIONSHIP WITH THAT CHARAC¬ 
TER, AND STRENGTHEN THEIR DESIRE TO STAY WITH 
THE STORY. 

*SEE BIBLIOGRAPHY 1 1 


PAGE 139) PANEL THREE - DON'T TRIP ON MY 
LOGO! 

HAVING A LOGO PHYSICALLY COEXIST WITH CHARACTERS 
RAI5ES QUESTIONS OF BELIEVABILITY. IF THE COMICS 
ARTISTS WANT US TO BELIEVE IN HIS OR HER WORLD A5 
A REAL PLACE, DOES A GIANT PLYWOOD BILLBOARD 
WITH THE CHARACTER'S NAME ON IT GET IN THE WAY OF 
THAT GOAL? I THINK THE ANSWER’S BOTH YES AND NO; 
IT'S ALL JUST A QUESTION OF TIMING. 

THE SENSE OF LOSING YOURSELF IN A MOVIE, BOOK, 

COMIC OR PLAY DOESN’T HAPPEN INSTANTANEOUSLY. 

WHEN THE OPENING CREDITS TO A MOVIE START 
APPEARING, YOU'RE PERFECTLY AWARE THAT YOU'RE 
SITTING IN A DARK ROOM WITH STRANGERS WHILE 
LIGHT IS PROJECTED ON A SCREEN. IT'S ONLY A FEW 
MINUTES LATER, AFTER THOSE NAMES STOP APPEARING 
IN MID-AIR OVER THE ACTION, THAT THE MOVIE 
THEATER AND THE STRANGERS AND THE SCREEN ALL 
VANISH AND YOU'RE SIMPLY LIVING THE 5TORY. IF THE 
STORYTELLING IS GOOD ENOUGH (AND IF EVERYBODY 
TURNS OFF THEIR CELL PHONES AND SHUTS UP) YOU 
WON’T RETURN TO THAT DARK ROOM FILLED WITH 
STRANGERS UNTIL THE CLOSING CREDITS ROLE. 

SIMILARLY, WHEN WE START READING A COMIC, A 
16-FOOT HIGH LOGO ON PAGE ONE DOESN'T TAKE US OUT 
OF THE ACTION BECAUSE WE'RE NOT EVEN IN IT YET. WE| 
KNOW THAT WE'RE°HOLDlNG A STACK OF PAPER (OR 
LOOKING AT A GLOWING SCREEN) AND IT USUALLY TAKES 
A PAGE OR TWftTO FORGET. IT'S IN THAT ENTRY PHASE j 
(AND ITS CORRESPONDING EXIT PHASE) THAT A LITTLE 
ARTIFICE CAN'T HURT, AND MIGHT ACTUALLY ENHANCE 
THE READING EXPERIENCE. 




m 


PAGE 139, PANEL SIX - DAVID CHOE, 
MONTAGE AND WORD-SPECIFIC 

HERE'S A BIT MORE OF CHOE'S CUT-AND-PA5TE 
APPROACH TO COMBINING WORDS AND ART (FROM HIS 
COMIC SLOW JAMS). NOTICE THAT THIS ALSO FOLLOWS 
THE WORD-SPECIFIC PATTERN. CHOE'S TYPED 
SENTENCES TELL US EVERYTHING WE NEED TO KNOW, 
SO THE PICTURES ARE FREED TO WANDER AS FAR AS 
THEY LIKE. 



Site kissed me ,and 1 went to pieecs. the taste 


PAGE 140-141 - USING (AND ABUSING) THE 
WORD-PICTURE CATEGORIES 

JUST TO REITERATE, I'M DEFINITELY NOT SUGGESTING 
THAT ANYONE SIT DOWN AND CAREFULLY CHOOSE THEIR 
WORD/PICTURE COMBINATIONS BEFORE CREATING A 
COMIC. AS WITH THE 6 PANEL TRANSITIONS IN CHAPTER 
ONE, I DON'T WANT THIS KIND OF CLASSIFICATION TO 
REPLACE WHATEVER INSTINCTS YOU HAVE. INSTEAD, BY 
ASKING THE KINDS OF QUESTIONS I POSE AT THE 
BOTTOM OF PAGE 140 AND AT TOP OF PAGE 141, I HOPE 
YOU CAN HONE YOUR INSTINCTS IN THE FUTURE TO TAKE 

advantage of these word-picture possibilities in 

A NATURAL, INTUITIVE WAY. 


W = P 





W (p 


wj P 


Mi 


EVERY TECHNIQUE WE USE BEGINS ITS LIFE AS A 
CONSCIOUS PROCESS AND, WITH LUCK, GRADUALLY 
BECOMES SECOND NATURE. BUT NOT EVERY TECHNIQUE 
WORKS TO OUR ADVANTAGE IN THE LONG RUN AND IT 
PAYS TO CONSCIOUSLY SEPARATE GOOD INSTINCTS 
FROM BAD HABITS ONCE IN A WHILE. 


PAGE 142-145 - THE THOUGHT BALLOON AND 
ITS RELATIVES 

THOUGHT BALLOONS AREN'T AS COMMON AS THEY ONCE 
WERE, BUT THEY’RE STILL A GREAT WAY TO QUICKLY 
REVEAL A CHARACTER'S INNER LIFE (SEE "THE SMELL OF 
COOKIES" ABOVE). IN THE LAST COUPLE OF DECADES, 
THOUGH, CHARACTERS' THOUGHTS ARE AS LIKELY TO BE 
EXPRESSED IN THE FORM OF A CAPTION — THE 
EQUIVALENT OF A MOVIE OVERVOICE. SUCH CAPTIONS 
SEEM TO ACKNOWLEDGE THE AUDIENCE IN A WAY THAT 
BALLOONS DON’T, AS IF THE CHARACTER WAS 5ENDING 
THEIR THOUGHTS DIRECTLY TO THE READER, AND CAN 
GIVE THE TEXT AN EXTRA LEVEL OF INTIMACY. THEY 
ALSO DON’T REQUIRE THE THINKER TO BE IN PANEL TO 
SHOW WHERE THE THOUGHT ORIGINATES FROM, 50 THEY 

can appear in panels that are framed from the 

THINKER'S POINT OF VIEW. SUCH "THOUGHT CAPTIONS" 
ARE USUALLY IN PRESENT TENSE AND FIRST PERSON 
(BELOW LEFT) BUT PAST TENSE NARRATION (BELOW 
RIGHT) CAN COVER A LOT OF THE SAME GROUND. 



...AND FELT GO GOfcRY FOR HCK. 


THE TRADITIONAL THOUGHT BALLOON HAS ADVAN¬ 
TAGES, THOUGH. IT CAN OFFER A GLIMPSE INTO ANY 
CHARACTER'S THOUGHTS AT ANY TIME, AND DOESN'T 
REQUIRE REPETITION THROUGHOUT THE STORY. A 
THOUGHT CAPTION ONLY WORK5 AS RUNNING NARRA¬ 
TION, AND READERS HAVE TO KNOW WHICH CHARACTER 
15 DOING THE THINKING, EVEN IN PANELS OVERFLOWING 
WITH CHARACTERS. A THOUGHT BALLOON, ON THE 
OTHER HAND, CAN APPEAR ONCE IN A 200 PAGE 
GRAPHIC NOVEL POINTING TO A RANDOM BYSTANDER, 
AND AUDIENCES WILL THINK NOTHING OF IT. 


ART BY WILL EISNER (SEE ART CREDITS, PAGE 258).^ 


ART By DAVID CHOE. RIGHT: ART 3 v GUV DELISLE 
MARJANE SATRAPI (SEE ART CREDITS, PAGE 258). 


























PAGE IH2, PANEL SEVEN - BALLOON SHAPES 


SOME EXAMPLES OF BALLOON SHAPES: 


YOU DUMB 
STARRY-EYED ' 
IDIOT. 



lam walking with him, 
indreams.lam trying 
to understand him. p 



PAGE m, PANEL THREE - COMMON ROOTS 

FOR MUCH MORE ON WHY I SEE WORDS AND PICTURES 
AS TWO BRANCHES OF THE SAME TREE, SEE UNDER¬ 
STANDING COMICS, CHAPTER SIX, "SHOW AND TELL." 


PAGE IH5> LAST PANEL - THE LOWERCASE 
DEBATE 

I KEEP GOING BACK AND FORTH ON THE QUESTION OF 
WHETHER TO USE UPPER- AND LOWERCASE LETTER5 IN 
WORD BALLOONS. THE FACT THAT I'M BACK TO ALL 
UPPERCASE IN THIS BOOK ISN’T IN ANY WAY AN INDICA¬ 
TION THAT I’VE MADE UP MY MIND. 


• ABOUT TQ% OF ALL ENGLISH LANGUAGE COMICS IN |j 

THE LAST IOO YEARS HAVE USED !T> INCLUDING | 

NEARLY ALL OF THE COMICS NOW CONSIDERED 1 

CLASSICS. IF IT AIN'T BROKE, WHY FIX IT? f 

- CAPITAL LETTERS ARE EASIER TO LETTER BY HAND. 7j 

• CAPS FILL THE SPACE MORE EFFICIENTLY. 

• CAPS BLEND BETTER WITH PICTURES. 

- CAPS LOOK BETTER WITH FREQUENT BOLD/ITALIC 

TYPE. if 

ON THE OTHER HAND, ADVOCATES OF USING UPPER AND | 
LOWERCASE LETTERS MIGHT RESPOND: 

• THERE ARE A LOT OF THINGS COMICS HAVE RARELY 

DONE IN THE LAST 100 YEARS, INCLUDING MATURE J 
THEMES, SUBTLE CHARACTERIZATION AND 50PHISTI- '1 
CATED ARTWORK; THAT'S NO REASON NOT TO TRY “,j 
THEM. ,|j 

• ONE OF THE MOST POPULAR COMICS IN HISTORY, j§ 

TtNTH USES UPPER- AND LOWERCASE LETTERING, ;j| 
AS DO OTHER EUROPEAN COMICS, AND IT LOOKS ifj 

GREAT. m 

• EASIER DOESN'T EQUAL BETTER. || 

• A LITTLE WHITE SPACE NEVER HURT ANYONE. 

• IF UPPER AND LOWERCASE LETTERS DON'T BLEND 
WITH PICTURES, HOW DO WE EXPLAIN FIVE CENTU¬ 
RIES OF ILLUSTRATED BOOKS? 

• BOLD TYPE IS OVER-USED AND MELODRAMATIC. 


FOR NOW, I’M STICKING WITH THIS UPPERCASE FONT 
MADE FROM MY HANDWRITING, BECAUSE I LIKE THE WA 
IT BLENDS WITH MY PICTURES. IRONICALLY, I DON’T 
THINK IT WORKS AS WELL HERE IN THE NOTES SECTIOr 
BUT I LIKE THE CONTINUITY OF APPEARANCE FROM T 
COMICS PAGES SO THAT'S WHY YOU'RE READING IT NOW 

SOME THINGS I DO KNOW FOR SURE: 

• THE OCCASIONAL BIG, BOLD WORD DOES SEEM TO 
ANCHOR THE TEXT AND PICTURE WHEN YOU FIRST 
GLANCE AT A PAGE O.E., NEITHER PICTURES NOR 
WORDS SEEM OVERPOWERED). 

* INCLUDING UPPERCASE, LOWERCASE, BOLD, ITALIC 
AND SIZE VARIATION THE WAY I DID IN THE LAST 
BOOK WAS A BIT CLUTTERED. 

‘ I'LL PROBABLY KEEP CHANGING MY MIND FOR A 
WHILE. 


■ 


Fffi going 
'for a 
(AJdlk-- A 


--*o 
see -the 
snout. 


u 


■ 


ON THE ONE HAND, UPPERCASE COMIC BOOK LETTERING 
HAS THE FOLLOWING ARGUMENTS IN ITS FAVOR: 


TOP DOWN: ART BY WILL EISNER, SHAWN MCMANUS (LETTERING BV 
TODD KLEIN), JORDAN CRANE AND MASASHI KISHIMOTO (LETTERED 
FOR ENGLISH &Y HEIDI SZVKOWNY) (SEE ART CREDITS, PAGE 258). 


ART &V CRAIG THOMPSON (SEE ART CREDITS, PAGE 258). 


PAGE 1*18-14? - THE COMICS SCRIPT 

SEE THE BIBLIOGRAPHY FOR POINTERS TO PRINTED 
COLLECTIONS OF WRITERS’ SCRIPTS INCLUDING ALAN 
MOORE (AND ME, FOR THAT MATTER). 


PAGE I4?> PANEL FIVE - WRITER VERSUS 
ARTIST 

11 FIRST DESCRIBED THIS SYNDROME IN UNDERSTANDING 
COMICS, PAGE 48, AND AGAIN IN CHAPTER SIX. 


PAGE 151 - WRITE FOR YOURSELF 

IF YOU JUST WRITE THE KINDS OF STORIES YOU THINK 
OTHERS WILL WANT TO READ, YOU'LL BE COMPETING 
WITH CARTOONISTS WHO ARE FAR MORE ENTHUSIASTIC 
FOR THAT KIND OF COMIC THAN YOU ARE, AND THEY'LL 
f KICK YOUR ASS EVERY TIME. 


OR, TO PUT IT 
ANOTHER WAY: 



JUST BECAUSE \ 
YOUVE DECIDED 
TO SELL OUT, THAT 
DOESN'T MEAN THAT 
ANYONE'S GOING 

v to euyi / 


m - BALLOON DISSECTING (PAGE 143) 

FIND A COMICS PAGE WHERE THE WRITER HAS TRIED 
CRAMMING TOO MANY WORDS AND BALLOONS INTO EACH 
PANEL. IF YOU HAD ALL THE ROOM IN THE WORLD, HOW 
COULD YOU SPLIT THOSE BALLOONS INTO SEPARATE 
PANELS AND ILLUSTRATE THEM SO THAT EACH CHARAC¬ 
TER WAS EXPRESSING JUST ONE EMOTION PER 
BALLOON. 


#5 - EXTREME EMPHASIS (PAGE 144) 

FIND A 2-4 MINUTE AUDIO SAMPLE OF 50ME0NE 
TALKING WITH A LOT OF EXPRESSION IN THEIR VOICE 
CE.G., A COMEDIAN, POLITICIAN, RELIGIOUS LEADER, 
ACTOR IN AN EMOTIONAL SCENE...) AND LETTER THEIR 
DIALOGUE IN A WAY THAT REFLECTS THEIR TONE OF 
VOICE INCLUDING VOLUME, TIMBRE, DURATION, ETC... 
WOULD SUCH EXTREME EXPRESSIVENESS IN LETTERING 
WORK IN A COMICS PANEL? IF NOT, HOW MUCH WOULD 
YOU NEED TO TONE IT DOWN? 


#6 - SOUND EFFECTS LA8 (PAGES W6-I47) 

PRODUCE AT LEAST TEN 50UNDS, USING OBJECTS IN 
THE ROOM YOU'RE IN RIGHT NOW. CAN YOU DRAW A 
SOUND EFFECT FOR EACH ONE THAT REFLECTS ITS 
VOLUME, DURATION AND TIMBRE? COULD A FRIEND 
SUCCESSFULLY GUESS THE SOURCE OF AT LEAST FIVE OF 
THEM, JUST BY LOOKING AT YOUR SKETCHES? 

ALTERNATELY, THERE ARE SOME OLD SOUND EFFECTS 
RECORDS OUT THERE. THESE CAN ALSO BE A FUN 
JUMPING OFF POINT. 


^OPTIONAL EXERCISES 


p - WORD-SPECIFIC (PAGES 131-133) 

take a few paragraphs from a novel or short 

STORY AND TRY BREAKING THE TEXT INTO SMALL 
CAPTIONS. TRY OUT AT LEAST TWO VERY DIFFERENT 
/WAYS OF ILLUSTRATING THOSE CAPTIONS IN COMICS 
FORM, ONE PER PANEL. 


Wft 


tA 




;#2 - PICTURE-SPECIFIC (PAGES I33-J34) 

|P D A c °™c WHERE THE PICTURES PRIMARILY TELL 
|H£ STORY. MAKE A COPY AND HAVE A FRIEND BLANK 
£ UT ALL THE CAPTIONS. TRY OUT AT LEAST TWO VERY 
DIFFERENT WAYS OF FILLING THOSE CAPTIONS. 

#3 - MONTAGE (PAGE 13?) 

I^NyOu make AN ENTIRE COMIC USING NOTHING BUT 
gCTURES AND WORDS CUT FROM THE LATEST ISSUE OF 
«**AR MAGAZINE? HOW DOES THE CUT-AND- 
% l °0K OF IT AFFECT THE READING EXPERIENCE? 


#7 - SCRIPTING FOR OTHERS (PAGE I??) 

PICK A SCENE FROM A MOVIE YOU LIKE AND TRY 
ADAPTING IT INTO A COMICS SCRIPT. CHOOSE YOUR 
MOMENTS AND FRAMING WITH THE UNIQUE NEEDS OF 
COMICS IN MIND, RATHER THAN JUST USING THE SHOTS 
THAT APPEARED IN THE MOVIE. WHAT WORKS IN FILM 
THAT DOESN’T WORK A5 WELL IN COMICS AND VICE 
VERSA? 


ADDITIONAL NOTES AT: 
WWW.SCOTTMCCLOUD.COM/MAKlNGCOMfCS 
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IF, on 

THE OTHER HAND, YOU 
WANT MORE THAN JUST 
CLARITY AND EFFICIENCY — 


WHAT IF, RATHER THAN 
JUST 61 VINO YOUR 
READERS THE SENSE 
OF LOOKING- AT A 
SCENE — 




ITX 


“ YOU MAY 
WANT TO 
CONSIDER SOME 

ADDITIONAL 

TECHNIQUES. 
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FIVE DIFFERENCES 
INCLUDING: 


COMPARE THE PANEL 
ABOVE TO THE FIRST 
PANEL ON PAGE 160, AND 
YOU MIGHT NOTICE A FEW 
DIFFERENCES. 


W^rnm. 


2 . A GREATER 
LEVEL OF 

REALISTIC 

DETAIL. 


I. THE EXPANSION OF THE PANEL OUT TO 
THE PAGE EDGES, KNOWN IN THE PRINT 
INDUSTRY AS A "BLEED.” 


— OR PERHAPS 
BECAUSE WE’RE 
CONDITIONED BY 
THE PANEL-AS- 
WINDOW 
EXPERIENCE — 








































































iiJSMjii 










SILENCE ALSO ALLOWS READERS TO STEP OFF THE TWIN CONVEYOR BELTS OF PL. 
AND DIALOGUE LONG ENOUGH TO LET THEIR EYES WANDER AND EXPLORE YOU: 
WORLD, INSTEAD OF VIEWING IT AS NOTHING MORE THAN A PASSING BACKDROP. 


— AND IF A WINDOW FRAME HAS PASSED 
BEYOND OUR PERIPHERAL VISION — 


— AND THE 

EFFECT of it 

CAN LINGER 
THROUGHOUT A 
PAGE. 


ADDING REALISTIC DETAILS AND 
TEXTURES, IF DONE WELL, CAN HELP 
TRIGGER MEMORIES, NOT ONLY OF THE 
APPEARANCE OF SUBJECTS — 


— IT USUALLY MEANS 
we’re THROUGH IT. 


BY NOT "BLOCKING US AT THE DOOR,” AN OFF-CENTER 
FIGURE, FACING AWAY FROM THE READER, CAN INVITE US 
TO FOLLOW IT MORE FULLY INTO A SCENE. 


GIVING READERS THAT LICENSE TO "WANDER” IS 
ALSO A BYPRODUCT OF AN OFF-CENTER CHOICE 
OF FRAME. 


— AND HELP 
BOLSTER A SENSE OF 
RECOGNITION ON 
THE PART OF THE 
READER. 


or SOUND 


or SMELL 


~ BUT ALSO THE 
WAY THEY FEEL - 


SUCH COMPOSITIONS CREATE A SENSE OF 
ENTERING A SETTING WITH A PERSON IN IT, 
RATHER THAN MEETING A PERSON WITH A 
SETTING BEHIND THEM. 


SILENCE HAS THE EFFECT OF REMOVING A PANEL FROM 
ANY PARTICULAR SPAN OF TIME. 


WORD 

BALLOONS HAVE 


WITHOUT THAT 
IMPLICIT TIME STAMP 
WHICH WORDS 
PROVIDE, A SILENT 
PANEL DOESN’T "END 
QUITE AS CRISPLY — > 


— AND WITH 
IT, THE READER’S 
SENSE OF BEING 

SURROUNDED 

BY YOUR WORLD. 


























































































THE SECOND VERSION OF OUR ESTABLISHING 
SHOT IS A BIT LESS EFFICIENT, SINCE IT LEAVES 
OUT A WORD-BALLOON WHICH — IF THIS WAS AN 
ORDINARY COMICS 5TORY — WOULD PRESUMABLY 
Have TO GO ELSEWHERE. 


/ BUT \ 

OTHERWISE, 

NONE OF OUR 

MODIFICATIONS 

REQUIRED 

EXPANDING THE 

PANEL BEYOND THAT 

TOP THIRD OF A 

PAGE. EVERYTHING 

STILL HAPPENS IN 

\ ONE PANEL. / 




7 AS \ 

/ 300+ PAGE 

7 GRAPHIC 

/ NOVELS HAVE 
[ BECOME MORE 
COMMON, SOME 
NORTH AMERICAN 
CARTOONISTS ARE 
ALSO STARTING TO 
EXPLORE THE 
POTENTIAL OF 

MULTI-PANEL 

AND EVEN 

MULTI-PAGE 

I SCENE-SETTER5 
I: IN H0PE5 OF 
pCREATlNG MORE 
\ POWERFUL AND 
\ MEMORABLE , 
WORLDS. / 





• • • ’ 








X here X 

' THE READER N 
EXPERIENCES THE 
WORLD IN MUCH THE 
SAME WAY THAT HE 
OR SHE WOULD IN 
V “REAL LIFE.” / 




mM 




IS 




LOOKING AROUND... 
UP... DOWN... 




















































































































































SOME TYPES 
OF COMICS 
DOM’T RELY OM A 
‘5ENSE OF PLACE 1 
MUCH AT ALL. 


I'i'S 


‘mm 


jgl 



TAKE THE FIGURES OUT 
OF A LOT OF CLASSIC DAILY 

HUMOR STRIPS, for example, 

AND YOU'LL FIND NO MORE THAN A 
v FEW WELL-PLACED LINES. 




BACKGROUND DETAILS FROM THE FIRST FIVE PEANUTS DAILIE5 SY CHARLES 

schulz cmo\ 



THE BACKGROUNDS IN SUCH 
STRIPS ARE RELEVANT ONLY SO 
FAR AS THEY GIVE A CONTEXT 
FOR WHAT THE CHARACTERS 
ARE UP TO, AFTER WHICH THEY 
ARE THE SHOW — 


— THOUGH IF THE 
MOMENT REQUIRE5 IT, MASTERS 
OF THE GENRE CAN STILL CREATE 
. A VIVID SETTING. 




ryi 


MB 


l!«| 
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{I/ '*(/<•-, i/fom 

tJ/J////'r. '/'/////j 


ON THE OTHER END OF THE SCALE, COMICS ENTIRELY ”/"/' V/ ! '*'///''*// / '//A*'//i 

ABOUT A PLACE ARE A RARITY, BUT A FEW INNOVATIVE TALENTS ) ' ' ' ' " ■ ' ' ’ ' 

have tried it with some success. J 


Avocado Highlands 


PANELS FROM RICK GEARY’S SLEAK VET BEAUTIFUL "THE AGE OF CON DOS" FROM |?SO. 


R|? T CREDITS, PAGE 258. 
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' FORTUNATELY, > 
DRAWING IN 
PERSPECTIVE DOESN’T 
HAVE TO BE ALL 
V THAT HARD. / 


Y TO MAKE 

THESE WORLDS OF 
YOURS VISUALLY 
CREDIBLE, YOU’LL NEED 
TO TACKLE THE SUBJECT 
OF DRAWING- SCENES IN 

PERSPECTIVE. 


— BUT IT 

CAN REFER TO ANY ATTEMPT TO 
REPRESENT A 3“D WORLD ON A 
2-D SURFACE like this page. 


THE WORD ‘'PERSPECTIVE” IS MOST 
OFTEN ASSOCIATED WITH THE "HORI2CN 
LINES” AND “VANISHING POINTS” OF 

WESTERN PERSPECTIVE - 



OVERLAP 


FADING 


' ” OR THEY MAY ^ 

APPEAR LARGER, 

; HAVE DARKER 
OR THICKER BORDERS 
OR SIMPLY BE LOWER 
, ON THE PAGE IN VIEWS 
\ FROM ABOVE. S 


— AND USING 
PERSPECTIVE THAT’S 
ALWAYS JUST A LITTLE 


SIT WARPED. 


H SOME ARTISTS BUILD THEIR SCENES 
ON A SLANTED CHECKERBOARD 
PATTERN WHERE PARALLEL LINES 
DON’T CONVERGE; A TYPE OF 
PERSPECTIVE SEEN IN EVERYTHING FROM PERSIAN 
PAINTING TO GAMES LIKE THE SIMS. 


THERE ARE N 
PLENTY OF GRAPHIC 
DEVICES THAT CAN 
INDICATE DEPTH. 


CLOSER OBJECTS 
CAN OVERLAP 
MORE DISTANT 


AN ARTIST WITH A MINIMAL STYLE LIKE JOHN 
PORCELLINO MIGHT DRAW HUNDREDS OF PAGES 
WITHOUT EVER GOING NEAR A VANISHING POINT, 
BUT STILL CREATE A CONVINCING AND CONSISTENT 
WORLD USING SUCH BASIC DEPTH INDICATORS. 


POSITION 


IF YOUR APPROACH IS 

CONSISTENT, and 
THE CONTENTS OF 
YOUR STORY ARE 
INTERESTING 
ENOUGH, YOUR 
AUDIENCE WILL 
PROBABLY ACCEPT 
WHATEVER TYPE OF 
PERSPECTIVE YOU USE. 


ART 6Y JCHN PORCCL L!NO > DEBBIE DRECHSLER, 
Bffir? ™* U,RE * *ARV PAMTER AMD MARISCAL (SEE ART 
§3^ ’ 1 PAGE 258). 


— BIOMORPHIC 
LANDSCAPES WHERE 
THE ONLY INDICATION 
OF DEPTH WAS IN 

OVERLAPPING - 


-COMPELLING STORIES 
■Have been told in 

: C0MICS USING 
DIAGRAMS of a 
■WORLD SEEN ENTIRELY 
JFROM ABOVE — 











































































































AMD A MORE 
FULLY REALIZED 
THREE- 
DIMENSIONAL 
SCEME STARTS TO 
. EMERGE. 


AMD IT’S OMLY 
AFTER THOSE 
RELATIOMSHIPS ARE 
WORKED OUT THAT 
A GRID IS LAID 
\ DOWM — / 


SO THE FIRST JOS OF PERSPECTIVE IS 
TO SERVE THE LAyOUT OF THE PAGE AMD 
EMHAMCE THE STORV> AMD SOMETIMES THAT 
DOESM’T LEAVE MUCH ROOM FOR 
1MPROVISATIOM. 


— AMD THAT’S WHEM 
YOUR IMAGINATION 
CAM TAKE OVER! 


IM OTHER PAMEL5» THOUGH, THE REQUIRED ELEMENTS ARE MINIMAL 
AMD THE LATITUDE FOR IMPROVISATION IS GREAT— 


WORLD-BUILDING 
COMICS ARTISTS LIKE FRANCE’S 
MOEBIUS HAVE DEMONSTRATED 
JUST HOW FAR THAT LICENSE TO 
IMPROVISE CAM TAKE A PAGE. 



A GRID IS IM PLACE, 
WHOLE WORLDS 
CAM BE SUGGESTED IM 
JUST A FEW SQUARE 
. INCHES OF PAPER. 


I 


^ THE 

KEY IS TO LET YOUR 
IMAGINATION WORK 
IN THE 3-D SPACES THE 
GRID SUGGESTS. / 
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— AFRAfD THAT IF THEY PULL THE “CAMERA” BACK 
THEY MIGHT HAVE TO DRAW A DOZEN THINGS 
THEY’VE NEVER DRAWN BEFORE. 


WANT TO KNOW 
THE SECRET OF 
DRAWING ORE AT 
BACKGROUNDS? 


DON’T 

THINK OF THEM AS 
“BACKGROUNDS!” 


THOSE WHO HAVE SEIZED ON THAT CHALLENGE, 
HOWEVER, HAVE CHANGED COMICS HISTORY WITH 
THE WORLDS THEY’VE CREATED. 


ART By HAyAO MIYAZAKJ (SEE ART CREDITS, PAGE 258). 


JUST REMEMBER TO LET YOUR READERS 
STEP INTO YOUR WORLD ~ 


THE PLACES YOUR CHARACTERS 
EXIST WITHIN — 


TOO MANY ARTISTS FORGET THIS AND BECOME WHAT 
EISNER CALLED “SLAVES TO THE CLOSE-UP”; j 
STICKING WITH THE ONE THING — PEOPLE — THAT: 
THEY’RE CONFIDENT THEY CAN DRAW — 


— NOT JUST 
BACKDROPS TO 
THROW BEHIND THEM AS 
AN AFTERTHOUGHT. 


p 

. 


ill 


— AND GIVE THEM A REASON TO COME 

I 

- 

BACK AGAIN AND AGAIN. 
























































CHAPTER FOUR - WORLD BUILDING 


PAGES 158-15? - HOW MUCH IS ENOUGH? 

X OPEN TH!5 CHAPTER WITH SOME LABOR-INTENSIVE 
PANELS, BUT I HOPE I'M NOT SCARING ANYONE OFF. 

VES, YOU CAN CREATE A STRONG SENSE OF PLACE 
WITHOUT SPENDING A DAY ON EVERY PANEL LAND THIS 
SPREAD TOOK A WEEK SO I MEAN THAT LITERALLY). THE 
REASON I'M PUTTING THE HARD WORK UP FRONT IS 
THAT THE RATIO OF ARTISTS PUTTING TOO LITTLE 
WORK INTO ENVIRONMENTS VERSUS THOSE PUTTING 
TOO MUCH IS ABOUT NINETY-NINE TO ONE. WE ALL FIND 
EXCUSES TO SKIMP ON WHAT WE DISMISSIVELY CALL 
"BACKGROUNDS' 1 AND THIS CHAPTER IS MY ATTEMPT TO 
COUNTER THAT TREND. 


PAG-ES 162-163 - ESTABLISHING SHOTS ON 
STEROIDS 

IT SHOULD BE NOTED THAT THERE'S NOTHING TECHNI¬ 
CALLY WRONG WITH THE FIRST ESTABLISHING SHOT I 
SHOW ON PAGE J60. IT’S CLEAR and comprehensive. 
THE FIVE CHANGES FEATURED IN THE PUMPED UP 
VERSION SHOWN ON PAGE 162 AREN'T MEANT TO REPAIR 
ANYTHING; THEY'RE JUST OPTIONS FOR TAKING THE 
ESTABLISHING SHOT TO A DIFFERENT LEVEL, AND A WAY 
OF RECONSIDERING THE GOALS OF SUCH PANELS, FIVE 
TOOLS THAT ARE AVAILABLE IF YOU WANT TO USE THEM. 
I HAVE NO DISAGREEMENT WITH ANYONE WHO LIKED 
THE FIRST VERSION BETTER. 


PAGE 164) PANELS 7-7 - SILENCE AND 
LENGTH 

LENGTH OF STORY CAN AFFECT A COMICS ARTIST’S 
WILLINGNESS TO INCLUDE SILENT PANELS. THE 
RELATIVELY 5HORT LENGTH OF AMERICAN COMIC BOOKS 
MADE SILENT PANELS RARE FOR MANY YEARS, WHILE 
MANGA, WITH ITS THICK ANTHOLOGIES BOUND FOR 
THICK COLLECTIONS, INDULGED IN LONG, SILENT 
SEQUENCES ON A REGULAR BASIS. STILL, EVEN SHORT 
5TORIES CAN BENEFIT FROM THE OCCASIONAL PAUSE IN 
THE SOUNDTRACK. 


PAGE 165 - A LICENSE TO WANDER 

THIS CONNECTS TO THE DISCUSSION OF FRAMING ON 
PAGE 25. WHEN A CHARACTER IS DEAD-CENTER, THEN 
THE PANEL IS ABOUT THAT CHARACTER AND EVERY¬ 
THING ELSE IS "BACKGROUND"; WE DON'T HAVE TO 
SMELL THE GRASS OR FEEL THE BREEZE BECAUSE OUR 
PROTAGONIST WILL DO THAT FOR US. BUT WHEN THOSE 
IMAGINARY CROSS-HAIRS OF THE FRAME ARE POINTING 
INTO EMPTY SPACE, THEN THE PANEL IS — AT LEAST 


PARTIALLY — ABOUT THAT SPACE, AND EXPLORING IT 
WILL BE THE READER'S FIRST IMPULSE. 

THE IDEA OF NOT BLOCKING THE READER AT THE DOOR 
IS ALSO CONSISTENT WITH THE "RULE OF THIRDS," A 
TECHNIQUE USED IN ART AND PHOTOGRAPHY TO 
PURSUE MORE DYNAMIC AND PLEASING COMPOSITIONS. 
THE RULE HOLDS THAT IF YOU DIVIDE YOUR PICTURE 
INTO THREE SECTIONS VERTICALLY AND HORIZONTALLY 
AND PLACE YOUR POINTS OF INTEREST AT THE INTER¬ 
SECTIONS OF THOSE LINES, THE COMPOSITIONS WILL BE 
IMPROVED. THERE'S NO PROOF FOR SUCH RULES, OF 
COURSE, BUT YOU MIGHT WANT TO TRY IT YOURSELF 
AND SEE IF YOU LIKE THE RESULTS. DAVE GIBBONS, OF 
WATCHMEN FAME, HAS MENTIONED USING THE RULE IN 
SOME PANELS (SEE BIBLIOGRAPHY FOR THE BOOK 
ARTISTS ON COMIC ART). 


A 


. /J 

,. 



FOR SOME HEAVIER MATH AND ANOTHER THEORY OF 
WHAT-LOOKS-GOOD, YOU MIGHT WANT TO LOOK INTO | 
THE EVER-POPULAR "GOLDEN RATIO" AND SEE WHAT 
KINDS OF RESULTS IT CAN PRODUCE IN YOUR WORK. 
ALWAYS REMEMBER, THOUGH, IF IT DOESN'T LOOK GOOD' 
TO YOU, IT DOESN'T MATTER HOW MANY THEORIES 
(INCLUDING MINE) TELL YOU IT’S GOOD. DRAW WITH | 
YOUR EYES, NOT YOUR EARS. 


PAGE 166 - FRAGMENTS AND THE SENSES 

ON PAGES 38-89 OF UNDERSTANDING COMICS , I 
SUGGEST THAT FRAGMENTED TRANSITIONS LIKE THI 
CAN ALSO RECALL OTHER SENSES, SINCE THE MENTAL 
ACTIVITY THAT STITCHES THEM TOGETHER DOESN’T 
HAVE TO BE ENTIRELY VISUAL BUT CAN DRAW FROM f| 
OTHER SENSES AS WELL. 


PAGE 168, LAST PANEL - ...BUT DON'T USE 
THIS AS AN EXCUSE* 

EVEN EVERYDAY SETTINGS LIKE OFFICES AND APART¬ 
MENTS CAN BE VISUALLY RICH, SO DON’T SKIMP TOO 
MUCH ON THOSE ENVIRONMENTS. EVEN IN SCENES 
WHERE THE AUDIENCE IS FAR MORE INTERESTED IN 
WHAT CHARACTERS ARE SAYING THAN IN WHERE THE 
ARE, A LITTLE ATTENTION TO THE DETAILS AROUND 
THEM CAN HELP EVOKE A MOOD, CONNECT WITH 
READERS' SENSORY MEMORIES OR REMIND THE READ 
OF THE BROADER CONTEXT THAT THE CONVERSATIO 
TAKING PLACE IN. 


180 


VOU DON'T HAVE TO GO AS FAR AS DEREK KIRK \ 



...BUT AT LEAST CONSIDER THE POSSIBILITIES. 


PAGE 167, LAST PANEL 
PLACE 


STORIES ABOUT 


^EDWARD GOREY'S SILENT STORY "THE WEST WING” IS 
ANOTHER COMIC (WELL, I CALL IT A COMIC) THAT’S 
EFFECTIVELY ABOUT A PLACE AND LITTLE ELSE. IT CAN 

Hl5 COLLECTION, AMPHIGOREY (PERIGEE 
TRADE, mo). 



PA&Z ,7I > PANEL 2 - JOHN PORCELLINO 


iff ELL!N °'S com,cs convey a very STRONG sense 
WITH ALM05T no rendering, but he has a 
WuTUr F0R DETAILS AND FREQUENTLY INCLUDES - 
A FEW LlfJES " 0SJECTS that TRIGGER 
■Eff “ W THE READER THAT AN ARTIST WITH A 
sJc A8 °K-^TENS!VE STYLE MIGHT HAVE MISSED. 

? E 1 0D£NJ WITH SUCH DETAILED IMAGES, IT'S 


DkR£,C KIRK KIM ’ J0HN PORCELLINO 
.. ARD r,0R£ V (’SEE ART CREDITS, PArtF ?*;«•> 


IMPORTANT TO NOTE THAT SOME ARTISTS GET THE JOB 
DONE WITH FAR FEWER LINES. 


RemembeR we tbgne In 

/ ^ Wintm,,, 




') l/i 

T) 


WWilClW.*!,, 

I It wqS old u Th«RQ wine ho*/* 



PAGE 17?, PANEL ONE 
GUIDELINES 


PERSPECTIVE 


NON-REPRO BLUE PENCILS ARE ESPECIALLY USEFUL FOR 
DRAWING GUIDELINES. THEY DON'T DISTRACT FROM 
OTHER PENCIL WORK AND DON'T NEED TO BE ERASED 
BECAUSE TRADITIONAL PRE-PRESS TECHNIQUES DON'T 
PICK THEM UP WHILE DIGITAL PRE-PRESS CAN EASILY 
KNOCK THEM OUT. SEE CHAPTER FIVE AND ITS NOTES 
FOR MORE INFORMATION ON SUCH TOOLS 


PAGE 176-177 - REFERENCE TAKING 


WHEN YOU WANT TO GET THE DETAILS RIGHT, YOUR 
REFERENCE OPTIONS INCLUDE: 


• GO TO THE SOURCE AND DRAW IT. 

• GO TO THE SOURCE AND MAKE 5KETCHES YOU CAN 
refer to when drawing it later. 

• GO TO THE SOURCE AND TAKE A PHOTO TO USE FOR 
DETAILED REFERENCE (OR DIRECT COPYING, IF 
APPROPRIATE). 

• RMD A STOCIC PHOTO ON THE WES THAT YOU CAN 
Buy FOR A FEW BUCKS AND USE FOR DETAILED 
REFERENCE (OR DIRECT COPYING, IF APPROPRIATE). 

• FIND A PHOTO ON THE WEB AND USE IT AS REFER¬ 
ENCE FOR AN ORIGINAL DRAWING (BUT NOT COPIED 
DIRECTLY, SINCE IT’S NOT YOUR PHOTO). 


IF YOU HAVE THE TIME AND YOU'RE NEAR YOUR SOURCE 
(FOR EXAMPLE, A FIRE HYDRANT) IT'S ALWAYS PREFER¬ 
ABLE TO START NEAR THE TOP OF THAT LIST. DRAWING 
FROM LIFE IS STILL THE BEST WAY TO GO IN MOST 
SITUATIONS. BUT REALISTICALLY, MOST OF US — MYSELF 
INCLUDED - FIND IT HARD THESE DAYS NOT TO JUST 
GO TO THE WEB AND SAVE THE TIME. 


PERSONALLY, I THINK COPYING FROM YOUR OWN 
PHOTOS, OR FROM STOCK PHOTOS THAT YOU’VE BOUGHT 
ONLINE, IS LEGITIMATE IF IT REALLY IS THE BEST IMAGE 






































FOR THE JOB. THE PARK!MO LOT OM PAGE 165 WAS FROM 
A PHOTO I TOOK> FOR EXAMPLE, AMO THE BUILD I MO OM 
PAGE 177 IS TAKEN FROM A PICTURE I BOUGHT FOR $3 
AT ISTOCKPHOTO.COM. IM BOTH CASES, IT TOOK A LOT 
OF SEARCHIMG TO FIMD JUST THE RIGHT OME. 

COPYIMG REALLY ISM'T OKAY IF YOU'RE U5IMG SOMEOME 
ELSE'S PHOTO WITHOUT PERMISSION, BUT SO LONG AS 
YOU'RE MAKING SOMETHING NEW AMD JUST USING THE 
PHOTO FOR GENERAL REFERENCE (THE WAY I DID WITH 
THE TAJ MAHAL OM PAGE 177, FOR EXAMPLE), YOU'RE OM 
SOLID GROUND, BOTH LEGALLY AND ETHICALLY. 


PAGE 178 - CHARACTER AND ENVIRONMENT: 
A THEORy OF SEPARATION 



THE LINES YOU USE TO DRAW A CHARACTER ARE 
DIFFERENT FROM THE LINES YOU USE TO DRAW THE 
ENVIRONMENTS THEY LIVE IN. THEY 5ERVE DIFFERENT 
PURPOSES AMD READERS READ THEM IN DIFFERENT 
WAYS. WHEN READERS SEE THE LINES THAT MAKE UP A 
CHARACTER'S EYES, FOR EXAMPLE, THEY'RE LOOKING 
BEYOND THOSE EYES TO THE THOUGHTS AND EMOTIONS 
REVEALED IN THEM; THEY MIGHT EVEN FEEL A SENSE OF 
PARTICIPATION IN THAT CHARACTER'S INNER LIFE AMD 
INVESTMENT IN HIS OR HER FATE. WHEN THEY SEE THE 
LINES THAT MAKE UP A BRICK WALL, ON THE OTHER 
HAND, THEY'RE MORE LIKELY TO WONDER HOW THE WALL 
FEELS TO THE TOUCH OR NOTICE HOW SHADOWS FALL 
ON IT. THE WALL BELONGS TO THE REALM OF SENSES — 
SIGHT, SOUND, TOUCH, TASTE, SMELL — BUT NOT TO 
THE REALMS OF EMOTION OR IDENTITY. 

IN MOST COMICS, DRAWING STYLES DON'T VARY MUCH 
BETWEEN CHARACTER AND ENVIRONMENT. WHETHER 
IT'S A MAILMAN OR THE TRUCK HE'S DRIVING, MOST 
ARTISTS USE ROUGHLY THE SAME STYLE ON BOTH. 

STILL, IF YOU LOOK CLOSELY, YOU MIGHT NOTICE SOME 
SUBTLE DIFFERENCES. WITHOUT CONSCIOUSLY INTEND¬ 
ING TO, I THINK THAT MANY ARTISTS TEND TO MAKE 
THEIR CHARACTERS A BIT MORE CONCEPTUALIZED, 
CARTOONY OR EXAGGERATED, WHILE ENVIRONMENTAL 
DETAILS LIKE BUILDINGS AND CLOUDS 5TAY CLOSER TO 
THE PROPORTIONS, CONTOURS AND SHADING OF THEIR 
REAL-LIFE COUNTERPARTS. 


A FEW ARTISTS HAVE REFLECTED THAT SPLIT MORE 
VISIBLY, THOUGH, USUALLY DRAWING DELIBERATELY 
CARTOONY CHARACTERS COMBINED WITH CAREFULLY 
RENDERED, REALISTIC BACKGROUNDS. IN UNPERSTAMD - ■ 
/NG COMICS, PAGES H2-HH, I TALKED ABOUT THE 
POTENTIAL BENEFITS OF THIS APPROACH, NOTING HOW j 
SOME MANGA ARTISTS HAD USED IT. THE IDEA BEHIND 
WHAT I CALLED "THE MASKING EFFECT" WAS THAT THE i 
SIMPLY DRAWN CHARACTERS FACILITATED IDENTIFICA¬ 
TION (A PHENOMENON I HAD TALKED ABOUT IN THE 
PRECEDING 12 PAGES OF D.C.) WHILE THE MORE 
REALISTICALLY-RENDERED DETAILS OF THEIR WORLD 
EVOKED THE SENSORY EXPERIENCES OF THOSE CHARAC- i 
TERS MORE EFFECTIVELY. "ONE SET OF LINES TO SEE. 
ANOTHER SET OF LINES TO BE." 

SINCE WRITING ABOUT THE MASKING EFFECT IN 1993, 

I’VE MADE THINGS EVEN MORE CONFUSING WITH FOUR 
DIFFERENT LEVELS OF IDENTIFICATION: 

CHARACTERS: 


THE HUMAN OR HUMAN-LIKE CREATURES THAT WE'rI 
EXPECTED TO IDENTIFY WITH AND ASSIGN PERSON 
ALITIES, MOTIVES AND EMOTIONS TO. 

EXTENSIONS: 


CLOTHES, TOOLS, WEAPONS AND OTHER OBJECTS 
WORN OR HEtD BY CHARACTERS WHICH SERVE AS 
EXTENSIONS OF THEIR IDENTITIES (E.G., WE DON'T |j 
SEE OUR^NCLE JACK AND SAY "OH, THERE'S UNCLfj 
JACK AND HIS CLOTHES, GLASSES AND CELL PHONE§ 

WE PERCEIVE ALL OF THOSE THINGS AS A PART OF L_ 

UNCLE JACK'S IDENTITY AND JUST SAY "OH, THERE‘S' W 
UNCLE JACK.") M _ 

^OPTIONAL EXERCISES 

DISCRETE ENTITIES: 


OBJECTS, ANIMALS OR PLANTS THAT HAVE A 
DISCRETE IDENTITY AND SHAPE, SEPARATE FROM| 
THE CHARACTERS, BUT NO PERCEIVED MOTIVE OR 
EMOTION. A CAR, A COUCH, A POTTED CACTUS, A 
STOP SIGN, A SLEEPING ELEPHANT. THINGS THAT jj| 
MIGHT BE SAID TO HAVE A "PERSONALITY" BUT OtiiM 
IN THE METAPHORICAL SENSE ("OH, WHAT A SAD j 
LITTLE TROPHY") NOT IN THE SENSE OF AN INNER 
LIFE. 

ENVIRONMENTS: 

SUNSETS, MOUNTAIN RANGES, GRASS, SHADOWS, 
WALLS, BODIES OF WATER — SUBSTANCES THE ■ 
CHARACTER IS LIKELY TO REACT TO ONLY AS 
SENSORY EXPERIENCES, NOT AS DISCRETE 
ENTITIES. 

SINCE THESE CATEGORIES ARE BASED ON READER |g| 
PERCEPTION, THE STATUS OF SOMETHING IN ONE if|! 
CATEGORY CAN CHANGE IF THE PERCEPTION OF IT A 
CHANGES. A CELL PHONE SITTING ON A TABLE UNUS||gj 
MIGHT BE SEEN AS A DISCRETE ENTITY; A CAR THPT|g| 
REARS UP ON ITS HIND WHEELS AND STARTS TALKI $j| || 
MIGHT BE SEEN AS A CHARACTER; A CHARACTER TH/|Sg| 
DIES AND BECOMES A SKELETON COULD BE SEEN A5|gg 
DISCRETE ENTITY. 


IF THE MASKING EFFECT WERE APPLIED TO THE FOUR, 
THEN, THE LEVEL OF REALISM WOULD GO UP AS WE 
MOVED FROM CHARACTERS TO EXTENSIONS TO 
PISCRETE ENTITIES TO ENVIRONMENTS, LIKE SO: 


|. CHARACTER 

VERY CARTOONY 


2. EXTENSION 
MODERATELY CARTOONY 




m 



I : 


% DISCRETE ENTITY 

moderately realistic 


ENVIRONMENT 

VERY REALISTIC 




gt5 IS ONE OF MY WEIRDER THEORIES, SO THINK TWICE 
BEFORE EXPERIMENTING WITH IT. IF YOU'RE INTER¬ 
ESTED IN SUCH THING5, YOU MIGHT WANT TO JUST 
TRY IT AS AN EXERCISE OR TWO TO SEE IF YOU LIKE 
THE RESULTS. I THINK IT COULD WORK, BUT I DON'T 
HAVE ANY PROOF. I'VE TRIED A VARIATION OF THE IDEA 
AND FAILED, BUT I MIGHT TRY IT AGAIN ONE OF THESE 

Says. 



- DRAWING THE REAL WORLD 

CREATING A SHORT (2-H PAGE) SKETCHED COMIC 
JN WHICH EVERYTHING IS DRAWN DIRECTLY FROM LIFE. 
jgCOUT OUT A LOCATION. GET FRIENDS OR FAMILY TO 
JPQSE FOR YOU. MAKE SURE YOU HAVE ANY PROPS ON 
IjAND. IN SHORT: PLAN YOUR COMIC AS IF YOU WERE 
^AWNING A SHORT FILM. BE SURE TO START WITH A 
ill WIDE ESTABLISHING SHOT OF YOUR LOCATION 
|fA6ES 160-162) OR WITH AN EFFECTIVE MULTI-PANEL 
Establishing sequence (pages 166-167). use a 

gMERA IF you NEED TO, BUT TRY DRAWING IT ON THE 
f^TAS MUCH AS P05SIBLE, USING JUST YOUR EYES, 
iFENCIL AND PAPER. 


|p2 - GUESS THE MOOD (PAGES 166-167) 

P° 0Se 0Ne 0F THE FOLLOWING THEMES: 

gff : * abandoned 

gig. SERENE 
jfc* FORBIDDING 
* WELCOMING 

Unofficial 

■pone 

INNOCENT 


THEN MAKE A SINGLE PAGE, NINE PANEL COMIC SHOWING 
FRAGMENTS OF A PLACE BASED ON THAT THEME. NO 
CHARACTERS AND NO WORDS. JUST IMAGES FROM A 
SETTING, REAL OR IMAGINARY, THAT YOU THINK 
EXPRESSES THE THEME. 

NOW GIVE THE LIST AND YOUR COMIC TO A FRIEND AND 
SEE IF HE/SHE CAN GUESS WHICH THEME YOU WERE 
TRYING FOR. 


#3 - YOU ARE HERE (PAGES 166-167) 

WHEREVER YOU ARE, RIGHT NOW, NOTICE YOUR 
5URROUNDING5. LIST NINE ASPECTS OF IT; SIGHTS, 
SOUNDS, SMELL5, TEXTURES, ETC... CREATE A SINGLE 
PAGE, NINE PANEL ESTABLISHING 5EQUENCE THAT 
MANAGES TO EVOKE ALL OF THESE QUALITIES FOR THE 
READER. 


ALTERNATE VERSION: TAKE PHOTOS OF WHAT YOU 5EE 
AROUND YOU, THEN SELECT NINE THAT BEST REPRE¬ 
SENT YOUR SURROUNDINGS AND THE VARIOUS SENSA¬ 
TIONS YOU ASSOCIATE WITH IT. 



#4 - PERSPECTIVE EXERCISE (PAGES 170-175) 


IF YOU'RE COMFORTABLE WITH PERSPECTIVE ALREADY, 
OR YOU'VE READ CHELSEA’S BOOK (SEE BIBLIOGRAPHY) 
TRY THIS: 


TAKE A PHOTO OF AN OBJECT WITH A FAIRLY COMPLI¬ 
CATED SHAPE AND A LOT OF PARALLEL EDGES OR RIGHT 
ANGLES (A CAR, A LAWN MOWER, A COFFEE MAKER, A 
FIRE HYDRANT). MAKE SURE YOUR VIEWING ANGLE ISN'T 
STRAIGHT ON, BUT FROM AN ODD ANGLE, 50 THAT YOU 
CAN SEE TWO SIDES OF IT AND IT5 TOP OR BOTTOM. 
THEN TRACE THAT PHOTO INTO A 5MALL SECTION OF A 

large panel and use it to infer a perspective 

GRID. USING THE GRID, DRAW AN INVENTED SCENE 
AROUND IT. THEN IMPROVISE ONE OR TWO NEW PANELS, 
INCLUDING THE SAME OBJECT, BUT USING A NEW GRID 
OF YOUR CHOOSING TO SHOW IT FROM DIFFERENT 
ANGLES. 


#5 - REVISIT YOUR PAGES! 


IF YOU’VE ALREADY DRAWN SOME COMICS, TAKE A CLOSE 
LOOK AT YOUR PAGE5 AND SEE IF YOU WERE SHOWING 
ENOUGH OF THE WORLD THAT YOUR CHARACTERS 
INHABIT. IF YOU’RE LIKE MOST ARTISTS, PROFESSIONAL 
OR AMATEUR, THE ANSWER IS PROBABLY NO. CAN YOU 
FIND ONE PANEL IN PARTICULAR THAT COULD HAVE 
BENEFITTED FROM PULLING BACK THE CAMERA AND 
GIVING YOUR READERS A BETTER VIEW OF YOUR 
WORLD? 


ADDITIONAL NOTES AT: 
WWW.5COTTMCCLOUD.COM/MAKfNGCOMICS 


ART 3Y JEFF SMITH (SEE ART CREDITS, PAGE 25 8). 
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— IF VOUR N 
GOALS ARE 
ANYTHING LIKE THE 
THOUSANDS WHO 
came BEFORE 


— YOU’LL 
WANT TO KNOW 
WHAT TOOLS 
THEY USED — 


ON 

THE OTHER 
HAND — 


Chapter Five 


Making it Real 


IF yOUR GOAL IS TO 
HAVE YOUR WORK PUBLISHED 
USING TRADITIONAL PRINTING 
METHODS, FOR EXAMPLE — 


— READY 
FOR THE 
CHALLENGES 
COMICS 
PRESENTS. 


' WHEN MAKING 
COMICS, THERE ARE 
ONLY TWO TOOLS 

YOU CANT DO 
V WITHOUT. > 


SO FAR IN THIS 
BOOK, WE’VE BEEN 
WORKING ON 
GETTING TOOL 
NUMBER ONE — 


— YOUR 

MIND - 


ENTER THE 

PEN. 


— YOU’LL NEED A 
TOOL THAT CAN DRAW A 
REPRODUCIBLE 

BLACK LINE. 


AND YOU’LL 

NEED SOMETHING TO USE IT ON, 
LIKE THIS SHEET OF PRINTER PAPER 
FROM MY LOCAL OFFICE STORE. 


BOUGHT IT AFTER 
LUNCH TODAY AT THE 
. DRUG 5TORE. 


— and it 
accomplishes 

THE PURPOSES 

YOU’VE SET FOR 
YOURSELF — 


THE TECHNIQUES 
AND TECHNOLOGIES 
YOU USE TO 

PRODUCE your 

COMICS ARE UP 
. TO YOU, > 


— THERE’S 

NO “WRONG 
TOOL FOR 
THE JOB. 


LONG AS IT FITS 
IN TOOL NUMBER 
TWO - 


"BLACK 
ROLLING BALL 
FINE POINT.” 


COST 

TWO 

BUCKS. 


~ YOUR 

UANJD - 


COST ABOUT A 
PENNY PER 
SHEET. 
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/ OKAY, EVEN IN A LITTLE 

DOODLE LIKE THIS, YOU CAM SEE THE 
CONFIDENT LINE, FORM AND COMPOSITION 
that AN EXPERIENCED ARTIST LIKE PAUL CAN 
COMMAND, EVEN WHEN USING THE SIMPLEST 
OF TOOL5. 




ACTUALLY, I 
LIKE THAT PEN/ 


BUT, IS A TWO 
DOLLAR PEN AND 
SOME CHEAP PAPER 
ALL YOU NEED TO 
. MAKE COMICS? . 



FOR A FEW 
OF YOU, THE 
ANSWER MIGHT 
IN FACT, BE 

V YES! 





SUPPOSE 

' YOU WANTED TO TRAVEL AROUND N 
THE COUNTRY FOR A YEAR, MAKING UP 
STORIES ABOUT EACH CITY AND THE PEOPLE 
YOU MEET, JOTTING THEM DOWN AS 
THEY COME TO YOU. 


SERIOUS 

COMICS HAVE BEEN 
DRAWN USING 
SIMPLE TOOLS 
. BEFORE.* 


SO 

WHY WOULD 
YOU INVEST IN 

MORE? 



keeping your 
tools SIMPLE 

MIGHT SUIT SUCH 
A DIARY-LIKE 
IMPROVISATIONAL 
, 5TYLE. . 




WELL, FOR ^ 
STARTERS, MAYBE 
YOU WANT A MORE 
COMFORTABLE 
SURFACETO 

v DRAW ON. y 


OR A X 
STURDIER, 
LONGER-LASTING 

PAPER. 


OR A BIT MORE 
VARIATION IN the 
v LINEWORK. 


OR A WAY TO PLAN 
FOR AND ORGANIZE 
THE PANELS OF YOUR 
STORY BEFORE THE 
FIRST LINES ARE EVEN 
V DRAWN. 








^PIEGELMAN’S MAUS WAS DRAWN WIT H A FOUNTAIN 
CN, MUCH OK IT ON ORDINARY TYPIN6 PAPER. 
























DRAFTING TABLE. 
ADJUSTABLE HEIGHT 
AND ANGLE. 


X T0 \ 

ACHIEVE THAT 
ADDED CONTROL 
and FLEXIBILITY, 
ARTISTS THROUGHOUT 
THE 20TH CENTURY 
TURNED TO A WIDE 
ARRAY OF DRAWING 
v TOOLS. 


SWING-ARM LAMP WITH 
INCANDESCENT AND FLUORESCENT 
BULBS. ADJUSTABLE TO ANY 
POSITION. v 


BRISTOL BOARD 
2'PLy (THICK) 
DRAWING PAPER. 


TRIANGLE. 


T-SQUARE. 


HERE ARE 
SOME OF THE 

CLASSICS. 


ERASERS, 
SCISSORS, TAPE, 
KNIVES, ETC. ^ 


STRAIGHT' 


THE TILT PREVENTS 
BACK STRAIN AND 
ALLOWS YOU TO LOOK 
STRAIGHT DOWN 
AT THE PAGE TO AVOID 
DISTORTIONS. 


THOUC 
NEED , 
IRFACE 

ADJI 


YOU’LL NOTICE THAT THE DRAFTING 
TABLE IS A BIT HIGH. THAT MAKES IT 
ACCESSIBLE WHETHER YOU’RE SEATED 
IN THE SLIGHTLY HIGH DRAFTING CHAIR 
OR STANDING. . 


WR.ONG 



the ADJUSTABLE LAMP’S 

INCANDESCENT AND FLUORESCENT BULBS 
KEEP COLORS LOOKING BALANCED, AND KEEP 
YOU AWAKE WHILE AVOIDING THAT 
TWO-IN-THE-MORNING FEELING. 


2-PLY BRISTOL ' 
BOARD, A THICK, 
WHITE, DURABLE ART 
PAPER, COMES IN A FEW 
TEXTURES. 


A T-SQUARE AND 
TRIANGLE HELP RULE PARALLEL AND 
PERPENDICULAR LINES LIKE PANEL 
BORDERS AND CAPTIONS, 


FINE PEN LINES 
TEND TO WORK WELL 
ON THE SMOOTH 
“PLATE” FINISH. 


" PENCIL 

AND BRUSH ARE FINE ON 
THE ROUGHER “VELLUM’ 
. AND “KID” FINISHES. 


AMES GUIDE 

LETTERING 

TEMPLATE 


AND A STRAIGHT- ' 
EDGED METAL 
RULER WILL COME IN 
HANDY FOR MEASURING 
AND DRAWING OTHER 
v STRAIGHT LINES — 


— AND FOR 
GUIDING YOUR 

CUTTING 

TOOLS. 


UTlLlTy 

KNIFE 


‘X-ACTO' 

KNIFE 













































COMICS ARTISTS OFTEN DRAW THEIR 
PAGES ON ART BOARDS BETWEEN 125% 
AND 166% OF THE PRINTED SIZE. 


THERE'S NO RIGHT SIZE TO CUT YOUR 
PAPER TO, BUT THERE IS A RIGHT SHAPE 
THE SHAPE OF YOUR PRINTED PAGE. 


REDUCES 


REDUCES 


PRINTED 


X FOR PLANNING AND 

PENCILLING, MOST USE A J 
LIGHT <XE. HARD) MECHANICAL 
PENCIL, A NON-REPRODUCIBLE BLUE | 
PENCIL, A SMOOTH GUM ERASER I 
AND/OR A MORE ABRASIVE BUT I 
V LESS GREASY PINK ERASER, J1 


WHEN PICTURES ARE REDUCED FOR PUBLICATION, 
EVEN UNSTEADY LINEWORK CAN SEEM PRECISE 
AND CONTROLLED -- A FACT I RELIED on FOR 
YEARS IN MY OWN ARTWORK! 


REDUCED 

SIZE 


AND, OF COURSE, TO CREATE SLACK LINES 
for MECHANICAL REPRODUCTION - 


^ — A VARIETY OF TOOLS 

HAVE EMERGED OVER THE YEARS, 

and BECOME INDUSTRY 
. STANDARDS. 







































PEN BRUSHES WITH FELT TIPS 
OR THEIR OWN! BUILT-IN INK SUPPLY 
HAVE BEEN CATCHING- ON FOR THESE 
REASONS* THOUGH THEY DO HAVE 

^ DETRACTORS. ^ 


SOME FEEL THEIR LINE 
QUALITY AND VARIATION 
PALES COMPARED TO 
THE SABLES AND 
OTHER TRADITIONAL 
BRUSHES. 


AND OF COURSE, 
DISPOSABLES CAN 
COST MORE IN THE 
LONG- RUN. 


PESCENDED from 
FOUNTAIN PENS, THE 
CLASSIC TECHNICAL PENS 
COME WITH AN INK 
RESERVOIR inside 
them, ELIMINATING THE 
NEED FOR DIPPING INK. 


LIKE FINE BRUSHES 
AND NIB PENS, SUCH 
PENS ARE A CHORE 
TO CLEAN AND 
MAINTAIN — 


f — BUT THE TECHNICAL PENS’ N. 

f VIRTUES AREN’T PARTICULARLY SUBTLE, SO N 
A GREATER NUMBER OF ARTISTS HAVE BEEN 
WILLING TO SWITCH TO FIXED-WIDTH MARKERS 
V WfTH ^SUPPOSEDLY) PERMANENT INKS AND 
X. SAVE THEMSELVES THE HASSLE. / 





ART 8Y CAVAZZAfJO 

CRED,TSl p A6E 258 ). 
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QENERALLy SPEAKING 

BRUSH WORK 

tends to nudge 

ONE'S ARTWORK in A 
more FLOWING , 
RHyTHMIC and 
SOMETIMES “SUCK” 
direction. 
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NIB PEN WORK CAN 

be quite smooth, 
but more often 
tends toward A 
DRy, SLIGHTLy 
EDG-y, BRITTLE 

LOOK. 




FIXED-WIDTH PEN 

art, whether through 
TECHNICAL PENS OR 
MARKERS, TENDS TO SE 

™ SCHEMAT IC and 

L'OOL, THOUGH WHEN 
USED TO REPRESENT 
TONE THROUGH 
STIPPLING and 
CROSS-HATCHING it 
can WARM UP A lot. 



"OfTTE? 
OH (AM! 








A 
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LARSON, CHARL E ^tRNSAND 0 SPIKE R Nr G P 1r S W ATRAP '' JESSICA ABEL, HOPE 

J|M Rus& - ™™ see 






MANV POPULAR COMICS 
OVER THE VEARS HAVE 

if USED ALL three: 
FAMILIES OF tools 

PLAYING TO EACH ONE'S 

STRENGTHS. 


mth brush 

handling most 

OUTLINES — 


- nib pen 

Hitting MANy OF 
THE DETAILS - 




AND SOME 

technical Pen 
^borders, 
word balloons 

or additional 

DETAIL WORK. 


°YT^ 


m 


me 


imn u w^% 


T/mrmt 
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AND a little 

S T c CALLEDAN 

AMES GUIDE” SLID 
back and forth as a 
pencil was placed in 

Tr> S n CCE5s,ON 0F Holes 
to produce AS MANy J 

guidelines AS needed. 


letterTrkhanVTut USE A F0NT or j pst 

lwal users of th e D ame^c OU CAN 5till find 
their wo^ CAN B£ 


USERS OF THE AMPC ^ 15 1 ,LL ™D 

their work can be both rnMo SyST£M and 

attractive. h COn sistent and 


mmm 


mm 




JA50M 'shiga HOWARn ^ R,CK G£ARy> JOOST SWARDS 
ART CREDITS, PAGE 258)' ^ ^ 




By rotating the ia/mccj 

C0ULD 8E OR DECRPASFn S*™?" 





















^ A FULLY-STOCKED SET-UP 

LIKE THIS CAN COST HUNDREDS 
OF DOLLARS, GUT IF YOU WANT TO 
00 THE TRADITIONAL ROUTE, IT 
COULD GE WORTH IT. 


ARTISTS HAVE 
SEEN MASTERING 
these TOOLS FOR 

CENTURIES ~ 


— AND THERE’S A 
RICH TRADITION 
TO DRAW FROM. 


W- 


y/i 


Vi 
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^ NOW, MV LAYOUTS ARE PRETTY ^ 
TIGHT AND INCLUDE THE FULL SCRIPT, SO 
A LOT OF REAL WORK IS DONE HERE AT 
^ THE DRAFTING* TABLE. 


GUT THEN, THOSE LAYOUTS ARE 
SCANNED IN, AND USED AS A 
GUIDE FOR LETTERING EACH 
PAGE IN ADOBE ILLUSTRATOR, AN 
OBJECT-ORIENTED DRAWING 
PROGRAM. 


IE11B 
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wm 
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^ A GOOD PAGE \ 
OF ORIGINAL 
ART can be an 
OBJECT OF TANGIBLE 
BEAUTY AND 
. LASTING VALUE. / 


F- 


' AND THERE 5 
NOTHING QUITE LIKE 
THE RIGHT PEN OR 
BRUSH GLIDING 
ACROSS A NEWLY CUT 
PIECE OF BRISTOL 
v BOARD. > 


issa 


ifi! 


I EXPORT THE LETTERING 
TO PHOTOSHOP AS A SOLID WHITE 
GRID WITH THE PANELS PUNCHED 
OUT TO FORM WINDOWS FOR 
v THE ART TO SHOW THROUGH.* v 


8 El 


THEN, WITH THE LETTERING ON TOP AND MY SKETCHED 
LAYOUTS ON THE BOTTOM, 1 CREATE FIVE TO FIFTY 
LAYERS OF FINISHED ART BETWEEN THEM; ALL IN 
PHOTOSHOP AT 1200 DOTS PER INCH ~ 


FINISHED 

ART, 

TIGHTER 

ROUGHS, , 

REFERENCE, 

CROSS- 

HATCHING 

ETC... 
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AS FOR ME, I 
HAVEN’T USED 
ONE IN OVER 

TEN YEARS. 


ill 


iSil 


iHir 


lWl 


THIS BOOK WAS DRAWN AND 
LETTERED DIGITALLY. 



I SKETCHED THE 
LAYOUTS HERE ON MY 
OLD DRAWING DESK 
. BUT THAT’S IT. 


AND ALL DRAWN 
WITH A STYLUS 

Erectly on the 
Screen of an is” 

Tablet/monitor. 


H! 


tel 


M- ::V 
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AFTER CORRECTIONS, 
EACH PAGE IS THEN 
FLATTENED TO a 
SINGLE BLACK AND 
WHITE BITMAP, PLUS 
A GRAYSCALE PAGE 
IF NEEDED ** 


Bp PUNCHED OUT PAGE ISN’T REAL, MIND YOU. I’M JUST 
P*G HOW IT WORKS IN SOFTWARE. THERE’S NO ACTUAL, 
•f!; CAL PA&E AT THIS POINT- 


ALL IN ALL, A RADICALLY DIFFERENT WORKING 
METHOD FROM MY PEN AND 8RUSH DAYS. J 

BUT BECAUSE THE END RESULT IS A ^ 
/ PRINTED BOOK filled with LINE ART, 
l many of THE BASIC PRINCIPLES OF 
V DRAWING THIS WAY ARE THE SAME. ^ 


toll 




I Q"7 ** I’LL POST A MORE DETAILED STEP-SY-STEP AT 

WWW.SCOTTMCCLOUD.COM/MAKlNGCOMlCS. 




































OME OF THE BASIC GOALS OF 


LINE ART IS TO MAKE ALL THE DETAILS OF A 


SCENE CLEAR AT A GLANCE without 


OVERWHELMING THE EVE. 


WHATEVER TOOLS YOU USE, A GOOD 
WAY TO ACHIEVE THAT CLARITY IS TO DRAW 
THICKER LINES around THE EDGES OF 
. YOUR SUBJECTS — 



— AND TO USE FINER 
LINES FOR INTERIOR 
DETAILS AND FOR 
OVERLAPPED or more 
DISTANT SUBJECTS. 


IT’S A SIMPLE TECHNIQUE, BUT ONE WHICH CAN 
TRANSFORM AN UNINTELLIGIBLE JUMBLE OF LINES 
INTO A SCENE WITH FORM AND DEPTH. 





PEN AND BRUSH ARTISTS; 
GET THAT EFFECT BY 
SWITCHING from om 
TOOL TO ANOTHER, OR By 
USING A SINGLE TOOL’S : 
ABILITY TO VARy LINE 
THICKNESS. 


DIGITAL ARTISTS GOING FOR THE SAME EFFECT 
CAN SWITCH BETWEEN “PENS,” “BRUSHES” AND 
OTHER VIRTUAL TOOLS WITH SPECIFIC VARIATIONS 
AND LINE CHARACTERS BUILT-IN, USING VARIOUS 
DRAWING AND PAINTING PROGRAMS. 


/ WHEN DRAWING > 

A CLOSE-UP LIKE 
THIS, FOR EXAMPLE, I 
USED A 28-PIXEL, 
VARIABLE WIDTH BRUSH 
V IN PHOTOSHOP.* y 



WHILE, 

FOR DISTANT 
FIGURES LIKE THIS, 
I SWITCHED TO A 

W-PIXEL 

V WIDTH. 
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CARTOONISTS HAVE 
ALSO TINKERED WITH 
VARIOUS DEPTH 
CUES NOT OFTEN 
FOUND IN PRINTED 
v COMICS — > 


/ THE X 
g CHANGE from n 
PRINT TO 
SCREEN HAS ALSO 
RAISED FUNDAMENTAL 

| Questions about 

M How COMICS ARE 

\ READ. / 


— SUCH AS BLURRED 
or BORDERLESS 

BACKGROUNDS — 


' ARTISTS USED TO WORKING WITH 

TRADITIONAL MEDIA HAVE EXPERIMENTED 
WITH SCANNING STRAIGHT FROM PENCILS TO 
COLOR, OR USING ANV NUMBER OF COLOR 
TOOLS - 


~ FADING 
CONTOURS - 


- BOLDER, 
STREAMLINED 
LINEWORK -- 


— BUT JOINING IT 
ARE COLORED 
OUTLINES ~ 


THE COLOR-FILLED, 
ALL-BLACK, FINE- 
FEATHERED LINE WORK 
OF TRADITIONAL 

PRINTED COMIC 
BOOKS can STILL BE 
5EEN IN PLACES — 


— AND EVEN 
DELIBERATELY 

PIXELATED 

CONTOURS. 


NEAR BORDERLESS 

COLOR SHAPES - 


PANEL THREE: SEE ART CREDITS> PAGE 258. 


FROM AN ART-CREATION STANDPOINT, THE MOST 
BASIC DIFFERENCE BETWEEN PAGE AND SCREEN 
IS THAT ONE REPRESENTS TONE THROUGH LINES 
AND DOTS, WHILE THE OTHER CAN DISPLAY A 
FULL RANGE OF TONES IN EACH PIXEL. 


AND FOR WEBCOMICS ARTISTS, THERE’S 
NO EXTRA EXPENSE TO USING A FULL RANGE OF 
COLORS (OTHER THAN BIGGER FILE SIZES*) 


Kg. two-four AND SIX: ART 8Y KA2U KI0UISHL DREW WEING 
ME SHAW AND DEMIAN S ('SEE ART CREDITS, PAGE 258). 
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PANEL FOUR ONWARD: ART GY STEVE SRYANT, JAMES 
CAT GARZA, SCOTT KURTZ, MIKE KRAHUUK, JOHN ALLISON, j 
DOROTHY GAMGRELL. JOE ZAGEL, PATRICK FARLEY, B R| A^ 
CLEVINGER AND R. STEVENS (SEE PAGE 256 FOR MORE * 


- WHILE NATIVE DIGITAL ARTISTS 
HAVE PUSHED THE LIMITS OF VECTOR 
STYLIZATION and other forms of 

DIGITAL ART. 


THE WEB HAS 
BECOME A MA55IVE 
LABORATORY 
FOR NEW 
TECHNIQUES, 
THANKS TO THE 
THOUSANDS OF 
CARTOONISTS 
MAKING WEBCOMICS 
EVERY DAY IN 
DOZENS OF 
GENRES. 


-- OR 

ATMOSPHERIC 

EFFECTS. 


THIS IS WHERE 

WEBCOMICS RUN INTO SOME OF THE 
NAVIGATIONAL ISSUES I TALKED ABOUT 
IN REINVENT/NG COMICS , AND WHICH I CAN 
.PROBABLY BETTER DESCRIBE ONLINE — 


^ — SO, FOR SOME ^ 

IDEAS ON THIS AND OTHER TOPICS 
RELATED TO TECHNOLOGY, GO TO 
SCOTTMCCLOUD.COM/MAKINGCOMICS 
AND LOOK FOR THIS BUTTON: 


CHAPTER 











































— AND VARIOUS 



' HAND-DRAWN 
FONTS ALSO INSURE 
THAT THE OCCASIONAL, 
HAND-LETTERED 


WON’T LOOK TOO 
OUT OF PLACE. 



X SOME X 
CARTOONISTS CHOOSE N 
THEIR FONTS FROM 
VARIOUS COMICS-STYLE 
FONT PACKAGES 
V AVAILABLE ONLINE. / 




AS FOR BALLOONS, THERE ARE PLENTY OF 
STYLES AND SHAPES TO CHOOSE FROM. 
ONCE AGAIN, THERE’S NO “RIGHT” WAY TO DO 
IT, BUT I DO HAVE A COUPLE OF GENERAL 
SUGGESTIONS: 


SP 



FIRST, ALWAYS GIVE A 
LITTLE WHITE 

Space between 

YOUR WORDS AND THE 
BALLOON BORDERS, TO 
LET BALLOONS AND 
ART BREATHE A BIT. 





THIS 15 A BIG SUBJECT 
OF COURSE. CHECK THIS 
CHAPTER’S NOTES 
PAGE FOR POINTERS TO 
AN ONLINE TUTORIAL 
AND OTHER RESOURCES. 



THE line BETWEEN 
\ TRADITIONAL AND 
DIGITAL METHODS ISN'T 
ALWAYS CLEAR. 


TODAY, PLENTY OF WE8C0MICS FEATURE INK 
AND PAPER DRAWINGS, WHILE PLENTY OF PRINTED 
COMICS ARE DRAWN DIGITALLY! . 




BUT WHEN IT COMES TO 
GETTING STARTED IN 
COMICS, ONE DIFFERENCE 
BETWEEN DIGITAL AND 
ANALOG STILL LOOMS 
v LARGE: 








































































GETTING 

A FULL SUITE OF HARDWARE AND 
SOFTWARE CAN COST THOUSANDS, BUT 
DEPENDING ON WHAT YOU WANT OUT OF IT, 
YOU MIGHT GET AWAY WITH SPENDING A 
^ LOT LESS. ^ 


FOR EXAMPLE, IF ALL YOU NEED TO DO IS SCAM 
AND UPLOAD SOME HAND-DRAWN COMIC STRIPS 
TO A FRIEND'S WEBSITE, AN 8-YEAR-OLD USED 
LAPTOP AND CHEAP SCANNER might BE 
ALL YOU'LL NEED. 



/ STILL, IF YOU \ 

WANT TO CREATE 
MORE AMBITIOUS 
ORIGINAL DIGITAL 
ART, EITHER FOR PRINT 
OR THE WEB, YOU MIGHT 

need to spend a 
\ BIT MORE. / 


YOU’LL WANT \ 
A 8IG, SHARP 
MONITOR if you 
REALLY PLAN TO 
STARE AT IT ALL DAY 
— OR JUDGE YOUR 
v COLORS BY IT. / 



StSiii 


mm 



COMPUTERS THAT PLAY NICE 
WITH GRAPHICS PROGRAMS TEND 
TO HAVE EXTRA MEMORy INSTALLED 
. AND RUN FAST. 





THOSE OF US 
WHO PREFER MACS ~j 
COMMON AMONG 
GRAPHIC ARTISTS — i 
ARE ESPECIALLY 
VULNERABLE, SINCE 
THESE BABIES AIN’T I 
v CHEAP! 




^ hardly n 

ANY OF US DRAW 
WITH A MOUSE, BUT 
INSTEAD USE SOME 
FORM OF 

GRAPHICS 
v TABLET. / 


THE MACH I ME 
X USED FOR 
THIS BOOK. 


' A TABLET/MONITOR ^ 

THAT ALLOWS YOU TO DRAW 
DIRECTLY ON THE SCREEN IS 
ESPECIALLY GOOD — BUT THEY’RE 
ALSO ESPECIALLY EXPENSIVE. 
5EE THE CHAPTER NOTES FOR 
V MORE INFO. > 





I 


GETTING THE PREMIERE ^ 
PAINTING, DRAWING AND WEB 
AUTHORING PROGRAMS CAN ADD A 
LOT TO YOUR SHOPPING LIST'S 

^ BOTTOM LINE. ^ 



PKai^iJ 



THAT SAID, YOU MAY 
ALREADY HAVE A 
COMPUTER IN THE 
HOUSE AND THERE ARE 
LOW COST SOFTWARE 
ALTERNATIVES out 
there. 


also, PUBLISHING 

your work online can 

BE A LOT CHEAPER THAN 
TRADITIONAL PRINTING 

and distributing — 



FOR NOW, THOUGH, THE5E 

are THE TWO ALTERNATIVES 

MOST COMICS ARTISTS CHOOSE FROM, 
WITH STRONG ADVOCATES FOR EACH, AND 
A GROWING NUMBER OF ARTISTS 
\ COMFORTABLE WITH BOTH. V 


ADD IN A DECENT DESK AND CHAIR, WEB 
ACCESS, various PERIPHERALS, a PRINTER, 
INK, SCANNER AMD a BACK-UP DRIVE or DVD 
BURNER, and you can ima&ine how it adds up. 
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ONE OF THEM BOASTS TOOLS 
AND TECHNIQUES THAT HAVE BEEN 

MASTERED AND REFINED for 
CENTURIES, one 15 CHANGING 
AND GROWING BY THE DAY. 
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IN THE SHALL PRESS 
AND MINI-COMICS SCENE, PUBLISHING IS A 
BIT MORE HANDS-ON> BUT FOR MOST INK 
^ AND PAPER CARTOONISTS — 


FOR ARTISTS WORKING IN PRINT COMICS, 
THE SUBJECT OF TOOLS AND TECHNIQUES 
USUALLY ENDS WHEN THE FINISHED ARTWORK 
IS SENT OFF TO A PUBLISHER- 


— AND THERE 
ARE ANY NUMBER 
OF HELPFUL 
GUIDES TO WEB 
PUBLISHING* — 


' — BUT THE N 

BASIC CHALLENGE OF 
PUTTING COMICS ON 
THE WEB ISN’T REALLY 

A TECHNICAL 

V ONE. 


' TELL YOUR 
STORIES CLEARLy 
AND EFFECTIVELy, 
DESIGN YOUR SITES 
WITH THE READING- 
EXPERIENCE IN 


— AND 
EVERYTHING 
ELSE IS JUST 

CONNECTING 
THE DOTS. 



/ — PRINTING IS > 

( SOMEONE ELSE’S 


job. ^y 


TRUE ON THE WEB, \ 

CREATING 

WHERE SELF-PUBLISHING j 

f WEBPAGES HAS GOTTEN EASIER IN 

ISN’T JUST PRACTICAL — / 

l RECENT YEARS, THANKS TO VARIOUS 

. IT’S THE NORM, y 

V. OFF-THE-SHELF PROGRAMS — 


SEE CHAPTER NOTES. 




























PAGE 188-187 - MORE INFORMATION ON THE 
SASIC SET-UP 

DESKS AND CHAIRS: 



CHAPTER 5: TOOLS, TECHNIQUES AND 
TECHNOLOGY 


GENERAL NOTES 

SINCE IVE SEEN DRAWING DIGITALLY FOR A WHILE, I 
PUT OUT THE CALL TO PEOPLE IN MY ADDRESS BOOK 
WHO STILL GET INK ON THEIR FINGERS TO SEE WHAT 
THEY WERE USING. SPECIAL THANKS TO THOSE WHO 
RESPONDED, INCLUDING: 


JESSICA ABEL 

DEREK KIRK KIM 

BRENT ANDERSON 

HOPE LARSON 

STEVE BISSETTE 

DAVID LASKY 

LEELA CORMAN 

JASON LITTLE 

MARK CRILLEY 

MATT MADDEN 

HOWARD CRUSE 

JENN MANLEY LEE 

TED DEWAN 

CARLA SPEED MCNEIL 

KRIS DRESEN 

JOSH NEUFELD 

TOC FETCH 

AL NICKERSON 

MARY FLEENER 

HENRIK REHR 

SHAENON GARRITY 

PAULO RIVERA 

PIA GUERRA 

STEVE RUDE 

TOM HART 

JUSTINE SHAW 

DYLAN HORROCKS 

PAUL SMITH 

R. KIKUO JOHNSON 

SPIKE 

MEGAN KELSO 

DREW WEING 

KAZU KIBUISHI 

JUNE KIM 

GENE VANG 


IT'S A QUIRKY, SLIGHTLY RANDOM LIST, BUT IT GAVE ME 
A SENSE OF SOME OF THE TREND5 OUT THERE. THEIR 
RESPONSES WERE ESPECIALLY HELPFUL IN PUTTING 
TOGETHER PAGE 174 (MATCHING SPECIFIC TOOLS TO 
DRAWINGS) BUT I USED THEIR INFORMATION THROUGH¬ 
OUT THE CHAPTER. 


PAGE J85) PANEL SEVEN - THAT TWO DOLLAR 
PEN 

IF ANYONE IS CURIOUS, IT WAS A PILOT PRECISE "V7" 
ROLLING BALL, AND YES, I LITERALLY BOUGHT IT AT 
LUNCH, DID MY SKETCH, AND DROVE OVER TO PAUL 
SMITH'S APARTMENT TO GET A SKETCH WITH THE SAME 
PEN. I THINK IT WAS ACTUALLY $1.79, SO WITH CALIFOR¬ 
NIA SALES TAX, THAT COMES TO $2.14. THE KIND OF 
PAPER I BOUGHT FOR THIS IS JUST ABOUT A PENNY A 
SHEET AFTER TAX, SO THE TOTAL COST WA5 $2.15. IF 
THE PEN MADE IT TO TWENTY-FOUR PAGES, THAT 
WOULD BE AN ENTIRE COMIC DRAWN FOR $2.38 — 

A FAR CRY FROM EVEN THE CHEAPEST OF DIGITAL 
TOOLS. 



DRAFTING TABLES AND CHAIRS ARE A BIT ON THE HIGH 
SIDE, BUT THERE ARE LOWER VERSIONS OF EACH. MAKE 
SURE THAT WHATEVER TABLE AND CHAIR YOU GET 
MATCH IN HEIGHT, OR YOU'RE GOING TO BE MISERABLE. 
ALSO, RE5EARCH WHICH CHAIRS SUPPORT YOUR LOWER 
BACK TO AVOID BACK PAIN (THIS IS TRUE FOR BOTH 
DRAWING AND COMPUTER SET-UPS). FYI: THE SIDE 
TRAY SHOULD BE ABOUT $30. I’VE FOUND AT LEAST 
TWO COMPANIES OFFERING TRAYS SIMILAR TO MINE. 
DEFINITELY WORTH IT. 


THE SWING-ARMED LUXO-LAMP PICTURED ON PAGE 18 ? \ 
WAS SO COMMON WHEN I STARTED OUT THAT WE 
CALLED ANY SWING-ARM LAMP A "LUXO." THE INCAN¬ 
DESCENT AND FLUORESCENT BULBS TOGETHER CAN 
REALLY MAKE A DIFFERENCE. INCANDESCENTS ALONE i 
DON'T KEEP YOU AWAKE AS EFFICIENTLY AND FLUORES- | 
CENTS ALONE CAN BE KIND OF BLEAK, BUT THE TWO 
COMBINED APPROACH THE FREQUENCY OF SUNLIGHT J 
WHICH CAN TRICK YOUR BODY INTO NOT NOTICING THAT f 
YOU'VE SEEN DRAWING FOR 14 HOURS STRAIGHT. 
HALOGEN LAMPS PRODUCE A SIMILAR EFFECT WHEN NOT 
5ETTING THE CURTAINS ON FIRE. 

ART PAPER: $ 

A FEW RESPONDENTS WHO USE STRATHMORE BRISTOL I 
BOARD SAID THEY HAD TO SWITCH TO THE HIGHER 1 
QUALITY 400 SERIES RECENTLY WHEN THE PREVIOUSLY 
RELIABLE 300 SERIES TURNED CRAPPY. WHETHER YOU 
USE BRISTOL BOARD OR NOT, KEEP AN EYE OUT FOR 
MINIMAL BLEEDING OR SPREADING OF INK, ABSORPTION 3 
WITH MINIMAL FADING, THE ABILITY TO WITHSTAND 
ERASING, SMOOTHNESS FOR PENS, THICKNESS ENOUGH 
NOT TO TEAR OR GET DAMAGED EASILY AND THINNESS j 
ENOUGH TO TRACE OVER WITH A LIGHTBOX (SEE 

below). m 

T-SQUARE TIP; 

alma 

A T-SQUARE CAN GET IN THE WAY WHEN YOU'RE NOT ’M 
USING IT. I SUGGEST STICKING A COUPLE OF SCOTCH jS 
MOUNTING SQUARES ABOUT 4 INCHES FROM THE BACK j® 
EDGE OF THE DESK (ONE EACH NEAR THE LEFT AND %jffl 
RIGHT SIDES). THEN, WHEN YOU WANT TO STOW THE jj| 
T-SQUARE WITHIN REACH BUT OUT OF THE WAY, YOU |§j 
CAN JUST SLIDE IT UP PAST THE SQUARES TO REST. 

WORK HABITS: 11 


TAKE BREAKS' IF YOU DO A LOT OF DETAILED WORK | 
(HAND LETTERING OR TYPING ESPECIALLY) YOU CAN GEi 

serious hand strain which, if not treated, can | 

LITERALLY CRIPPLE YOU FOR LIFE/ AS SOON AS YOUR L 
HANDS START FEELING SORE, BEGIN TAKING A FEW 
MINUTES OFF EVERY 20 MINUTES OR SO AND LOOK INTC 
GETTING A HAND BRACE OR SEEKING OTHER TREAT- % 
MENTS. REMEMBER, YOUR HANDS ARE TOOL #2 (RIGjifl 
AFTER YOUR BRAIN). TAKE GOOD CARE OF THEM. JS 


OTHER TOOLS TO CONSIDER: 


DO, THANKS TO TECHNOLOGICAL ADVANCES. 


• A LIGHTBOX. A FLAT METAL BOX WITH LIGHTS 
INSIDE AND A TRANSLUCENT PLASTIC SURFACE. 
TURNS THICK DRAWING PAPER LIKE BRISTOL BOARD 
INTO TRACING PAPER THROUGH BACK-LIGHTING. 

« AN ULTRASONIC CLEANER. A LITTLE VIBRATING TUB 
THAT CAN CLEAN TRADITIONAL TECHNICAL PEN 
PARTS (PAGE 173, PANEL 2), IN CASE YOU PLAN TO 
GO HARDCORE. THEY’RE PROBABLY AN ENDANGERED 
SPECIES, ALONG WITH THE PENS THEMSELVES, BUT 
I FOUND ONE ON THE WEB FOR $110 DOLLARS, SO 
THEY STILL EXIST AS OF THIS WRITING. 

- A CUTTING MAT. A BIG, RUBBERY BOARD YOU CAN 
SLICE INTO REPEATEDLY WHILE CUTTING BRISTOL 
BOARD AND OTHER PAPER WITHOUT DAMAGING IT 
("SELF-HEALING" AS ONE SITE PUT IT). YOU 
SHOULD BE ABLE TO FIND ONE FOR UNDER $20, 

BUT PRICES SEEM TO VARY A LOT. DEFINITELY 
USEFUL IF YOU PLAN TO USE AN X-ACTO OR UTILITY 
KNIFE OFTEN. 

A PROPORTION WHEEL. A CIRCULAR SLIDE RULE 
WITH A SERIES OF NUMBERS ALONG THE EDGES OF 
TWO CONCENTRIC PLASTIC DISKS INDICATING 
CORRESPONDING SIZES FOR REDUCTIONS AND 
ENLARGEMENTS. USEFUL FOR PLACING ON TOP OF 
GLASSES OR MUGS CONTAINING CARBONATED 
DRINKS TO KEEP THEM FROM GOING FLAT. 


PAGE 170, PANELS ONE-THREE - REDUCING 
FOR PRINT 

GEAR IN MIND, YOUR LINES WILL BE GETTING THINNER 
WHEN REDUCED FOR PRINT. IF TOO THIN, THEY MAY 
START BREAKING UP, SO PLAN AHEAD. 



PAGE 170, PANEL FOUR - PENCIL 
PREFERENCES 

|4 y RESPONDENTS SHOWED A LOT OF PASSION FOR 
SPECIFIC TOOLS, AND DISMAY WHEN ONE OR MORE 
TOOLS CHANGED OR WERE DISCONTINUED. 

"I STRUGGLED FOR YEARS TO FIND THE PERFECT 
PENCIL," WRITES PIA GUERRA. WHEN PlA’S VENUS 
VELVET HS YELLOWS RAN OUT SHE COULDN’T FIND 
REPLACEMENTS ANYWHERE. “GOING ONLINE I LEARNED 
THERE WERE PEOPLE WHO COLLECTED PENCILSO) AND 
THEY WERE FAMILIAR WITH THE VELVETS AND HOW 
£000 THEY WERE AND WISHED ME LUCK IN FINDING AN 
EQUIVALENT SINCE THE COMPANY STOPPED MAKING 

£V ^TUALLY, AFTER TRYING NEARLY EVERY ART 
PENCIL ON THE PLANET, PIA SETTLED ON MIRADO F 2.5 
;XHOOL PENCILS AND STOCKED UP. "IF YOU FIND 
■•SOMETHING THAT WORKS, BUY LOTS OF IT," SHE 
: UGGESTS, A SENTIMENT THAT WAS ECHOED REPEAT- 
ffipLy IN OTHER RESPONSES. 

fNTTIN& JUST THE RIGHT PENCIL IS ESPECIALLY 
3° RTANT for THOSE WHO DO THEIR FINISHED LINE 
Sf R< WITH 0NE > A5 F0UR 0F W RESPONDENTS NOW 


I JUST USE WHATEVER .7 MM MECHANICAL PENCIL HAS 
THE BEST GRIP, BUT I'M ONLY DOING LAYOUTS WITH IT 
BEFORE HEADING INTO DIGITAL FOR EVERYTHING ELSE 
I AM LOYAL TO MY PINK PEARL ERA5ER, THOUGH. 
OTHER PINK ERASERS SEEM HARD AND GREASY TO ME. 

NON-REPRODUCIBLE PENCILS SPARKED SOME LIVELY 
DISCUSSIONS. THESE ARE LIGHT-COLORED PENCILS 
THAT DON’T NEED TO BE ERASED AFTER INKING 
BECAUSE THEIR HUES DON'T SHOW UP IN PRE-PRESS 
PHOTOGRAPHY, PHOTOCOPYING OR EVEN SCANNING (AT 
LEAST IN THEORY). I CALL THEM "SLUE PENCILS" 
BECAUSE I'M FROM ANOTHER CENTURY, BUT THEY 
ACTUALLY COME IN A FEW COLORS THESE DAYS. THE 
MOST POPULAR SEEM TO BE THE SANFORD COL-ERASE, 
AND I'M TOLD THAT WHEN THEY WERE TEMPORARILY 
DISCONTINUED RECENTLY IT WAS LIKE THE ARAB OIL 
EMBARGO OF 1773. 

SOME, LIKE JASON, HOPE AND JUSTINE, DO A SIGNIFI¬ 
CANT AMOUNT OF DETAILED WORK IN NON-REPRO 
PENCILS. OTHERS USE THEM ONLY FOR PREPARATORY 
SKETCHES BEFORE PENCILLING WITH GRAPHITE PENCILS. 
STILL OTHERS WON'T TOUCH 'EM AT ALL. 



PA&E 191-192 - BRUSHES WITH GREATNESS 

AFTER ALL THESE YEAR5, THE KING OF BRUSHES STILL 
SEEMS TO BE THE VENERABLE W1NDSOR-NEWTON 
SERIES #7 FINEST SABLE, WHICH USES ONLY "KOLINSKY" 
SABLE HAIRS, MADE EXCLUSIVELY FROM THE WINTER 
FUR OF THE MALE SABLE'S TAIL - AND NO, I'M NOT 
MAKING THAT UP. THE #1-2 SIZES ARE THE MOST 
COMMON AMONG THOSE I TALKED TO, ALTHOUGH I 
HEARD FROM ARTI5TS USING A #0 (VERY FINE) ALL THE 
WAY TO A #5 (BIG, BUT STILL CAPABLE OF FINE LINES 
— IN FACT PAUL SMITH, WHO USES A #5, REPORTS AN 
IMPROVED FINE LINE WITH THE BIGGER BRUSH). PRICES 
VARY, BUT EACH SIZE NUMBER ADDS APPROXIMATELY 
$10 TO THE PRICE. 

NOT ALL WINDSOR-NEWTON SABLES ARE GEMS. PAUL 
QUOTES ONE BRUSH CONNOISSEUR AS SAYING 
"WINDSOR-NEWTON MAKES THE FINEST BRUSH IN THE 
WORLD... EVERY ONCE IN A WHILE." TO FIND A GOOD 
ONE, PAUL 5UGGESTS FLICKING A WET SABLE WITH 
YOUR WRIST RIGHT IN THE STORE (AFTER ABOUT FOUR 
MINUTES IN WATER, SOAKED UNTIL IT LOSES ITS SHAPE) 
TO SEE IF IT NATURALLY SNAPS TO A POINT. IF SO, 
THAT'S THE SHAPE IT WANTS TO TAKE AND YOU CAN 
PULL OUT YOUR CREDIT CARD. IF IT 5PLIT5, IT'S A 
CURSED EVIL IMPOSTER AND YOU SHOULD PUT IT BACK 
ON THE SHELF. 

OTHER BRUSHES MENTIONED BY MY RESPONDENTS 
INCLUDE THE CHEAP, YELLOW LOEW-CORNELL #2 (ONCE 
USED, THOUGH NOT NECESSARILY END0R5ED, BY DREW 
WEING), THE ORANGE TIP RAPHAEL #4 SABLE BRUSH 
SERIE5 8404 FAVORED BY JESSICA ABEL, AND 
WINDSOR-NEWTON'S SCEPTRE GOLD, A HALF-SABLE, 


20 ? 





















HALF-SYNTHETIC MIX WHICH 15 CARLA SPEED MCNEIL'S 
WEAPON OF CHOICE. 

ANY NATURAL BRUSH REQUIRES OR EAT CARE. WASH OUT 
THE INK THOROUGHLY WHEN NOT IN USE. IT'S ONLY A 
MATTER OF TIME UNTIL A 6RU5H LOSES ITS SHAPE, BUT 
WITH FREQUENT CLEANING, YOU CAN EXTEND ITS LIFE 
CONSIDERABLY. WILL EISNER SUGGESTED WAY BACK IN 
1782 THAT I WRAP A PIECE OF PAPER TAPE A FEW 
MILLIMETERS ABOVE WHERE THE METAL MEETS THE 
HAIRS TO HELP THE BRUSH KEEP ITS SHAPE, AND THAT 
DEFINITELY HELPED. IN FACT, WHEN I WAS WORKING IN 
PC'S PRODUCTION DEPARTMENT THAT YEAR, BRIAN 
BOLLAND CAME IN TO MAKE SOME CORRECTIONS, 
BORROWED MY EI5NER-IZED SABLE AND MENTIONED 
WHAT A GOOD LINE IT GAVE. 



PAGE l?2> PANELS ONE-FOUR - BRUSH 
ALTERNATIVES 

I WAS AN EARLY ADOPTER OF SYNTHETIC BRUSHES 
STARTING IN 1782. IN FACT MY OLD SERIES ZOT! WAS 
FILLED WITH FELT BRUSH WORK, BUT I SYMPATHIZE 
WITH THOSE WHO DON'T TRUST THEM, AND I'D HARDLY 
POINT TO MY COMIC5 WORK FROM THAT DAY AS AN 
EXAMPLE OF GREAT INKING. 

CRAIG THOMPSON’S TRUSTY PENTEL POCKET BRUSH 
PENS (SEE ABOVE) COME WITH REFILLASLE CARTRIDGES 
OF PIGMENT INKS AS DO THE KURETAKE AND AITOH 
BRUSH PENS, BUT MANY SYNTHETIC BRUSHES ARE 
BASICALLY BRUSH-SHAPED FELT-TIPPED PENS. PROB¬ 
ABLY THE MOST POPULAR, ESPECIALLY WITH MANGA 
FANS, ARE COPIC MARKERS, A FAST-DRYING MARKER 
WITH A CHISEL POINT ON ONE END AND A FLEXIBLE FELT 
BRUSH ON THE OTHER. THEY COME IN MANY COLORS AND 
ARE OFTEN USED FOR INKING AND COLORING, BUT 
DON'T SEEM AS COMMON IN THE PROFESSIONAL 
COMMUNITY — YET. RESPONDENTS TO THE SURVEY WHO 
MENTIONED USING FELT BRUSHES LISTED SAKURA’S 
PIGMA BRUSH PEN AND THE ZEBRA 303 BRUSH PEN. 

MANY SABLE USERS REALLY HATE THE FELT BRUSHE5. 
FELT BRUSH USERS AREN'T EXACTLY JUMPING TO THEIR 
DEFENSE, BUT SOME SEEM PRETTY SATISFIED. UNIQUE 
AMONG THE ARTISTS I TALKED TO WAS SPIKE, WHO 
SAID SHE USE5 A SABLE BRUSH NOW, BUT THINKS FELT 
BRUSHES ARE GREAT. "I USED THEM AS TRAINING 
WHEELS FOR OVER TWO YEARS BEFORE I GRADUATED 
TO REAL BRUSHES," SHE WRITES. "I WOULD HAVE NEVER 

had the confidence and patience to deal with a 

BRUSH STRAIGHTAWAY AFTER I STOPPED USING PLAIN 
MARKERS TO INK, SO I'VE GOT NO PROBLEM WITH 'EM 
AT ALL." 



PAGE m> PANELS FIVE-SEVEN - NIB PENS 

A NUMBER OF RESPONDENTS STILL USE NIB PENS, BUT 


MANY COMPLAIN ABOUT THE QUALITY OF PRODUCTS 
AVAILABLE IN THE U.S. THE ONCE RESPECTED NIBS FROM 
HUNT AND SPEEDSALL (NOW THE SAME COMPANY) HAVE 
REPORTEDLY SUFFERED IN BOTH SELECTION AND 
QUALITY OVER THE YEAR5, THOUGH THE HUNT #102 
AND #108 CROWQUILLS AND #B-6 AND #22 NIBS ARE 
STILL BEING USED, AND SOME STILL SWEAR BY THEM 
(INCLUDING DREW WEING, BUT HE COULD GET GOOD 
LINES OUT OF A SNICKERS BAR). CARTOONISTS IN NEW 
VORK REPORT THE GROWING POPULARITY OF THE 
JAPANESE G PENS (BRANDS MAY INCLUDE ZEBRA, 
TACHIKAWA AND NIKKO). THE G PENS ARE BASICALLY 
THE SAME THING AS TRADITIONAL NIB PENS BUT 
STRONGER AND WELL-MADE. DAVID LASKY SAID HE’S 
USING THE ROTRING ART PEN, A NIB PEN WITH ITS OWN \ 
BARREL OF INK, MUCH LIKE THE PENTEL POCKET BRUSH i 
AND ITS COUSINS. DAVID DESCRIBES THE ROTRING AS 
"HIGH MAINTENANCE" THOUGH, AND COMPARED IT TO 
"OWNING A VESPA." 



00 




PAGE 172-173 - FIXED WIDTH AND TECHNICAL 
PENS 

TRADITIONAL TECHNICAL PENS LIKE THE KOH-I-NOOR j 
RAPIDOGRAPH WHICH NEED TO BE DISASSEMBLED TO BE f 
REFILLED AND CLEANED MAY BE A DYING BREED, BUT 
SOME CARTOONISTS STILL SWEAR BY THEM. HOWARD 
CRUSE DOES 70^0F HlS INKING WITH TECHNICAL PENS, % 
AND KRIS DRESEN USES THEM FOR EVERYTHING. 

ROTRING AND STAEDTLER SEEM TO BE OFFERING NEWER J 
VERSIONS OF THE TRADITIONAL DESIGN, WITH 
CARTRIDGES, WHICH MIGHT BE EASIER TO MAINTAIN, IF ] 
MORE EXPENSIVE IN THE LONG RUN. 


NEW YORK 

S WE artist;; 

TOC FETCH, 
AFTER SOME % 
DAZZLfNGLY j 
INTRICATE 
TECHNICAL 
PEN WORK % 
CAT LEFT) 
RECENTLY 
RETURNED 
TO HIS FIRST j 
LOVE, THE 
PENCIL. | 


PLENTY OF ARTISTS FIND FIXED-WIDTH PIGMA MICRONS*! 
ALVIN PEN5TIX AND OTHER PRECISION FELT-TIPS AN J 
ADEQUATE, HASSLE-FREE ALTERNATIVE TO TECHNICAL 
PENS. THEIR MAKERS CLAIM AN "ARCHIVAL QUALITY" 
(OLD-STYLE FELT-TIPS WERE NOTORIOUS FOR FADING), M 
AND COME IN THE SAME PRECISION SIZES AS OLD gj 
SCHOOL TECHNICAL PENS. IF THE INK IS GOOD AND 
LINE IS SMOOTH AND CONSISTENT, I SAY GO FOR IT, GOT 
BEAR IN MIND THAT YOU'LL GO THROUGH DOZENS OF 
THOSE SUCKERS DURING THE LIFETIME OF ONE RAPIPO*<| 
GRAPH, SO LONG-TERM COST MIGHT BE WORTH 
CONSIDERING. 

SOME CARTOONISTS, LIKE JA50N LITTLE, REPORT LIKINS 



THE "DEAD" LINE THAT ALL FIXED-WIDTH PENS 
PRODUCE. OTHER USERS SEEM A BIT RESTLESS THOUGH. 
PEREK KIRK KIM USED COPIC'S FIXED-WIDTH MULTlLlN- 
ERS IN THE LAST FEW YEARS, BUT HE’S CONSIDERING 
GOING BACK TO CROWQUILL. WEBCOMIC5 CREATOR 
SHAENON GARRITY REFERS TO HER OWN USE OF 
MICRONS AS "LAME." 

STILL, I NOTICED A CHEAP TOOL BRAVADO EMANATING 
FROM THE WEB-SAWY BAY AREA INDY SCENE. 

"BRUSHES, SHARPIES, PIGMA5 AND EVEN BALLPOINT 
PENS ARE USED," WRITES GENE YANG, "[JESSE HAMM] 
WALKED UP TO ME AND DEREK DURING A SAN DIEGO 
CON YEARS AGO AND SAID, 'MIGNOLA DOES EVERYTHING 
WITH A PIGMA AND A SHARPIE!' I DON'T THINK JESSE'S 
PICKED UP A BRUSH SINCE." 


PAGE 193, PANELS FOUR AND FIVE 
AND WHITE PAINT 


INKS 


THREE RESPONDENTS CRITICIZED THE ALLEGED 
WATERING DOWN OF THE ONCE-STANDARD HIGGINS 
BLACK MAGIC INK (STEVE B1SSETTE CALLED IT "GREY 
SWILL") BUT TWO OTHERS REPORTED STILL USING IT. 

R. KIKUO JOHNSON USES SPEEDSALL SUPER BLACK FOR 
HI5 RICH, COMPELLING BRUSH WORK. MEANWHILE, 
JAPAN'S DELETER BRAND INK AND WHITE CORRECTION 
PAINT ARE CATCHING ON FA5T IN NEW VORK. 


PAGE 175 - A LETTERING ALTERNATIVE 

HOWARD CRUSE HAS A SMART SYSTEM FOR THOSE WHO 
WANT TO GET THE BENEFITS OF GUIDELINES LIKE THOSE 
MADE BY AN AMES GUIDE, WITHOUT DRAWING THEM 
OVER AND OVER. HE MADE A SET OF GUIDELINES IN 
ADOBE ILLUSTRATOR, PRINTED THEM ONTO CLEAR 
SHEETS AND JUST PLACES THEM AND HIS DRAWING 
PAPER OVER A LIGHTBOX. 


PAGE 177 - DRAWING THIS 800K DIGITALLy 

JUST TO BE CLEAR, THE LAYERS I’M TALKING ABOUT 
f ARE VIRTUAL. I DON’T ACTUALLY PRINT AND STACK 
THEM LIKE THAT! IT ALL HAPPENS IN PHOTOSHOP. I'LL 
■ POST MORE DETAILED STEP-BY-STEPS ONLINE (SEE WEB 
ADDRESS AT BOTTOM). 


PAGE 177, PANEL SEVEN 
PUSHES/ 


BRUSHES AND 


. PHOTOSHOP ALLOWS YOU TO SET SEVERAL PARAMETERS 
• WHEN YOU TURN A SHAPE INTO A BRUSH, BUT THE 
PROGRAM DOESN'T MAKE IT EASY. I'LL POST A QUICK 
TUTORIAL ON THE SITE. 


PAGE 203 - LETTERING IN ILLUSTRATOR 

RECK CHAPTER FIVE AMD A HALF (RIGHT) FOR MORE ON 
W6 ITAL LETTERING METHODS. INCLUDING A COOL 
|LAY£r TRICK THAT ALLOWS ENDLESS REPOSITIONING 
fir TAIL $ AND LIGHTNING-FAST PANEL BORDERS. 


PAGE 20% PANEL EIGHT - THE TABLET 
MONITOR 

AS I WRITE THIS, THE ONLY WAYS FOR GRAPHIC ARTISTS 
TO DRAW DIRECTLY ON THE SCREEN ARE TO GET A 
TABLET PC OR WACOM'S CINTIQ MONITOR -- AND FOR 
MAC USERS LIKE ME, THE CINTIQ IS OUR ONLY OPTION. 

I LIKE THE CINTIQ A LOT. I PROBABLY COULDN’T HAVE 
DONE THIS BOOK HALF AS FA5T OR HALF AS WELL 
WITHOUT IT. BUT THE ONLY GRAPHICS-FRIENDLY MODEL 
THE MANUFACTURER IS SELLING AS I WRITE THIS COSTS 
MORE THAN A WHOLE NEW COMPUTER ($2777/ THOUGH 
THINGS MAY HAVE IMPROVED BY THE TIME YOU READ 
THIS). 

IT’S A PRETTY MAMMOTH INVESTMENT, BUT IF YOU 
HAVE SERIOUS HAND STRAIN PROBLEMS LIKE I DID IN 
2003-2007, OR YOU’RE BEING PAID ENOUGH FOR YOUR 
ART THAT YOU CAN LOG GAINS IN PRODUCTIVITY AS 
PROFIT, THEN GETTING A TABLET/MONITOR MIGHT 
MAKE SENSE. 


PAGE 20H-205 - INDUSTRy STANDARDS 

THE MAJORITY OF C0MIC5 PROS I KNOW WHO ARE 
MAKING COMICS DIGITALLY DO SO ON A MACINTOSH 
COMPUTER RUNNING ADOBE’S GRAPHICS PROGRAMS. 
ADOBE PHOTOSHOP IS THE PROGRAM NEARLY ALL OF US 
OWN, FOLLOWED BY ILLUSTRATOR, ADOBE'S PRECISE 
"OBJECT-ORIENTED" DRAWING PROGRAM, AND DREAM¬ 
WEAVER FOR WEB AUTHORING. (DREAMWEAVER USED TO 
BE IN COMPETITION WITH ADOBE’S LESS-POPULAR 
GOLIVE, BUT ADOBE BOUGHT THE COMPANY IN 2005). 

GETTING ALL THREE PROGRAMS OFF THE SHELF ADDS 
UP TO AROUND $1,000, BUT DEPENDING ON WHAT YOU 
WANT TO ACCOMPLISH, THERE MAY BE CHEAPER OR 
EVEN FREE ALTERNATIVES OUT THERE. CHECK THE SITE 
FOR MORE DETAILS. 


CHAPTER 206 - GUIDES TO WEB PUBLISHING 

ALSO SEE THE ADDRESS BELOW FOR SOME POINTERS TO 
WEB PUBLISHING. (I’M RUNNING OUT OF ROOM!) 


CHAPTER FIVE AND A HALF' 

I FOUND OUT IN REINVENTING- COMICS HOW DIFFICULT IT 
IS TO DESCRIBE WES-NATIVE TECHNIQUES IN A BLACK- 
AND-WHITE BOOK, SO I'VE PUT MOST OF MY DIGITAL 
NOTES ONLINE. I'M ALSO GOING TO SEE IF I CAN 
PROVIDE UP-TO-DATE INFORMATION ON EQUIPMENT AND 
SOFTWARE, SINCE THAT TOPIC IS A MOVING TARGET. 

GOTO: 

WWW.SCOTTMCCLOUD.COM/MAKlNGCOMICS 

AND LOOK FOR | 7' = = 

THIS BUTTON: CHAPTER 

Sir 


ART GY TOC FETCH (SEE ART CREDIT5, PAGE 258). 
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behind that STRUGGLE lies their fundamental 
OUTLOOK ON LIFE AND ART ~ 



LAST ROW: ART BY JIM W00DRIN6, KVLE BAKER, JOE 
SACCO AND CHRIS WARE (SEE ART CREDITS, PA6E 258). 





























EVEN THOUGH THE PATH TO 
FINDING- YOUR PLACE IN COMICS IS 
ONE THAT YOU’LL HAVE TO WALK 

^ ALONE — 


BENEFIT OF THE 

EXPERIENCES of 

THOSE WHO HAVE 
GONE BEFORE — 


~ AND THE SKILL5 
TO DRAW yOUR 
OWN MAP WHEN 
THAT LANDSCAPE 

CHANGES. 






_ ~~ FOLLOWED BY A FEW IDEAS ON 
THE EVOLUTION AND USES OF THE MASS 
^^STYLES WE CALL “GENRES” — 






VS 



” you CAN GET THERE A LOT 
SOONER IF YOU HAVE A BIG ENOUGH HAP 
OF THE PLACES YOU CAN GO — 


<&M>/ 



UNDERSTANDING 

MANGA 


'N 1782, JUST OUT 

OF COLLEGE AND LIVING IN MANHATTAN r 
AME OBSESSED WITH READING JAPANESE 
COMICS, or “MANGA.” 

^ ^-7- V 

/ FUNNY THING 

j|g|||v / IS, ALMOST NONE 

gpSik / OF WHAT I WAS 

I READING HAD BEEN 

TRANSLATED AMD 

\ I DIDN’T KNOW A 
\ WORD OF 

\ JAPANESE' 


TO GET STARTED THEN, HERE 

are THREE SNAPSHOTS of that 
WORLD OF COMICS STYLES, STARTING Wl' 
MY OWN PERSONAL TAKE ON THE 
MANGA PHENOMENON — 


1 




ROCKeffm r WAS AT DC C0M,CS IN 
77 CENTER> JUST A COUPLE OF 

THE Basest f°° KS KM0KU ^ ONE OF 

AMIR"* 3 jA ““ iSeB “ KST ™« ~ 


ALMOST every day, on my lunch HOUR I’D 
RIFLE THROUGH THEIR SHELVES “READPMr » 

LEFT, COVER TO COVER. 


AND AN UNUSUAL, BUT I 
HOPE USEFUL, NEW WAY OF LOOKING AT 

COMICS CULTURE and the ideals 
that CAN BOTH SEPARATE US AND 
^ Bind us TOGETHER. , 



4£sE 



PANEL FIVE; ART By RUMIKO TAKAHASHI 
(SEE ART CREDITS, PA&E 258). 



RS LATER, AS IT HAPPENED. 





















3'^'' ' , TW0_AND ' a “HALF slock WALK from 

V ^ T0 KINOKUNIYA SPAMMED AM OCEAM of DIFFERENCES ' 

.. -^^3 —.___ BETWEEN THE TWO COMICS CULTURES. 







ICONIC CHARACTERS. 

THE SIMPLE, EMOTIVE FACES 
l MD FIGURES WHICH LED TO 

' the kind of reader 

IDENTIFICATION I TALKED 
ABOUT IN UNDERSTANDING 
COMICS , PAGES 2S-H5. 


A STRONG SENSE OF PLACE. 
ENVIRONMENTAL DETAIL5 THAT 
TRIGGERED SENSORY MEMORIES 
AND, WHEN CONTRASTED WITH 
ICONIC CHARACTERS, LEAD TO 
THE “MASKING EFFECT’* 
DISCUSSED IN UNDERSTANDING 
COMICS PAGES H2-H5). 





GENRE MATURITY AN 

UNDERSTANDING OF THE UNIQUE 
STORYTELLING CHALLENGES OF f 
LITERALLY HUNDREDS OF "3 

DIFFERENT GENRES INCLUDING 
SPORTS, ROMANCE, S.F., J1 

FANTASY, BUSINESS, HORROR, 
SEXUAL COMEDY, ETC... 


A BROAD VARIETY OF 

CHARACTER DESIGNS, 

Featuring wildly differ¬ 
ent FACE AND BODY TYPES 
AND THE FREQUENT USE OF 
RECURRING ARCHETYPES. 



FREQUENT USES OF 

WORDLESS PANELS, 
COMBINED WITH ASPECT TO 
ASPECT TRANSITIONS 
BETWEEN PANELS; PROMPTING 
READERS TO ASSEMBLE SCENES 
FROM FRAGMENTARY VISUAL 
INFORMATION. 



SMALL REAL WORLD 
DETAILS. AN APPRECIATION 
FOR THE BEAUTY OF THE "3 
MUNDANE, AND ITS VALUE 
FOR CONNECTING WITH 
READERS’ EVERYDAY EXPERI¬ 
ENCES — EVEN IN FANTASTIC 
OR MELODRAMATIC STORIES. 


SUBJECTIVE MOTION. 

USING STREAKED BACKGROUNDS 
L TO MAKE READERS FEEL LIKE 
^ TH EY WERE MOVING WITH A 
CHARACTER, INSTEAD OF JUST 
WATCHING MOTION FROM THE 
Jill SIDELINES. 


* ADACHI - ISH " OSA ™ 



various EMOTIONALLY 
EXPRESSIVE EFFECTS 'fm 

SUCH AS EXPRESSIONISTS ;• 
BACKGROUNDS, MONTAGES 
AND SUBJECTIVE CARICATURES^ 
all AIMED AT GIVING 
READERS A WINDOW INTO WWAfg 
CHARACTERS WERE FEELING, fj 


SH,NJI M,2USH,MA ‘ YAMASAKI & ADACHI.OSAMD T(*££ 
KSIJf HAKA2AWA AMD RiyOKO IKEDA C5EE ART CREDITS. 



^ EACH \ 

OF THESE CONTRIBUTED ^ 
TO THE MANGA EXPERIENCE IN 
DIFFERENT WAYS, but as i 
STUDIED MY OWN REACTIONS AS A 
READER AND LOOKED INTO 
MANGA’S ROLE IN JAPANESE 
fes. SOCIETY — ^ 


WHETHER THROUGH 
the ICONIC FACES 

AND VARIED VI5UAL 

ARCHETYPES that 

NEEDED TO BE FILLED 
IN BY THE READER TO 
BRING THEM TO LIFE - 


— OR THE SILENT, 
WANDERING 
ENCOUNTERS WITH 

ENVIRONMENTS 

CAPABLE OF PLACING 
READER5 WITHIN A 
SCENE ~ 


— OR THE DIRECT 
CONNECTION TO THE 

real-life 

experiences 

and INTERESTS 

OF THE AVERAGE 
READER — 


— OR THE GRAPHIC 
DEVICES MEANT TO 
MOVE READERS 

EMOTIONALLY, AS 
WELL AS LITERALLY 
MOVING WITH THE 
ACTION — 


AND FOR ALL THE 
TALK OF FORMATS, 
MARKETING AND 
“CULTURAL DIFFERENCES” 
IN J<?82> I BECAME 
CONVINCED THAT IT WAS 
THIS QUALITY OF MANGA 
THAT HAD FUELED ITS 
MASSIVE SUCCESS AT 


THESE TECHNIQUES 

amplified the sense 

0F READER 

PARTICIPATION 

p m AN6 A, A FEELING 
0F BEING PART OF 
THE STORY, 

Father than simply 
OBSERVING- THE 

fTORy FROM AFAR. 


POTENTIALLY, IN 

north America. 


JffrXE TIER: SEE ART CREDITS, PA6E 258. 












































PANELS TWO AND FOUR: ART BY OSAMU TEZUKA. 
PANEL SIX: SEE ART CREDITS, PA6E 258. 



'SSTOM a E ,’ ART SY CRAI<S THOMp SON, CHRfS WARE. CHYNNA 
'mLASMrc DEREK K ' RK KIM - PAf>JCL FfV/E: ART ^Y F r ED 

Kosher. (see art credits, PA6e 258) 


PANEL SIX: ART BY RUMfKO TAKAHA5HI, MOYOCO ANNO, CLAMP, 
NATSUKI TAKAYA, MASASHl KISHIMOTO AND Al YAZAWA ("SEE ART 
CREDITS, PAGE 258). 
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— BUT THE 

SENSE OF PARTICIPATION 
ISAPHySlCAL ONE, 
BROUGHT ON By 

SUBJECTIVE MOTION 
AND DIZ2Y p.O.V. 

v framing. a 




My 


SHUT 

UP! 






THE ^ 
/ 5HONEN READER 1 

IS INSIDE THE 
ACTION IN THE SAME 
WAY THAT THE SHOJO 
READER IS INSIDE 








the PAGE COMPOSITIONS AMD BODy LANGUAGE 

AREN Common rnlf™ ACT ' 0N SENRES AND ™ E y share the 
^^COMMON GOAL of generating EXCITEMENT — 


— BUT MANGA READERS ARE FINDING A^ 
VISCERAL THRILL in such participation 
TECHNIQUES THAT THEY APPARENTLY AREN’T 
FINDING IN NORTH AMERICAN COMICS - 


| 0F C0URSE > SOMETIMES A STYLE IS JUST A STYLE, 
t UKE WHEM SUBJECTIVE MOTION LINES ARE USED TO 
MAKE A MOMENT LOOK “DYNAMIC” — 


— OR WHEN EXCESSIVE 
MONTAGES ARE USED JUST TO 
PRETTY UP A SPREAD ~ 



— BUT PUTTING THE 

reader INSIDE THE 

STORY IS STILL THE 
PRIMARY EFFECT OF 
MANY OF THE TECH¬ 
NIQUES THAT MANGA 
HAS PLAYED H05T TO 
OVER THE YEARS — 


mm 


KO ooa A oLt y * ASASHI “shimoto. panel three: ART fiy 
I&TKiBert * FOUR; P£WCILS 3V MAR< BA6LEY. INKS By 
... RT & DAW r anosian csee ART CREDITS. PAGP 



~ AND SOME ARTISTS 
IN THE WEST HAVE 
LOOKED TO MANGA 
FOR INSPIRATION IN 
BRIDGING THAT 
GAP. 


( well, \ 
OU SHOULD Y 
VS THOUGHT ) 
BOLT THAT i 
bsf oes / 

YOU- 


pyw 


~ AND 

UNDERSTANDING 
that EFFECT is a 
GOOD FIRST STEP 
TOWARD TAPPING INTO 
THAT POWER. 






































PANEL TWO: BASED ON ART By HfROMU ARAKAWA. PANEL SEVEN: 
ART BY AMY KIM 6ANTER ('SEE ART CREDITS, PAGE 258). 



IM THE MID-’^OS, MANGA LAND ITS 816- BROTHER 
ANlME) HAD MANY LOYAL FAN5 IN NORTH AMERICA, 
AND AMONG THEM WERE ARTISTS THAT ARE NOW 
BEGINNING TO 5IGNIFICANTLY CHANGE COMICS ON 
THE WEB AND, INCREASINGLY, IN print. 


BUT THAT GENERATION OF 
YOUNG MANGA READERS 
WAS TINY COMPARED TO 
THE ONE WE HAVE NOW, 
AND WHEN THAT WAVE 

HITS MATURITY, THEY’LL 

TELL STORIES THAT WILL 

INSPIRE A WHOLE NEW 
GENERATION. 


AND THEY’LL DO IT 
USING THE PEOPLE 
THEY KNOW AND 
UNDERSTAND — 


- the places 

THEY CAN BRING TO 
VIVID LIFE — 


— the everyday 
INTERESTS AND 
DETAILS they can 

MAKE REAL FOR 
READERS — 


— AND THE 
EMOTIONS AND 
SENSATIONS 

THEY’VE KNOW 
FIRST-HAND. 


STYLES AND STORIES ON BOTH 
SIDES OF THE PACIFIC OCEAN CONTINUE 
TO EVOLVE, MANG-A CAN BE SEEN FOR 
v WHAT IT ALWAYS HAS BEEN: 


ANOTHER 
WORD FOR 

COMICS. 




















































































































GENRES CAN TAKE DECADES TO EVOLVE. IN JAPAN, TEZUKA’S DIVERSE 
STORIES INSPIRED SEVERAL GENRES MODELLED CLOSELV ON HIS STYLE — 


— BUT WITH EACH PASSING GENERATION, 
ARTISTS STEERED THEIR STORIES AND STYLES IN 
DIFFERENT DIRECTIONS, BASED ON THE NEEDS OF 
THEIR CHOSEN GENRES, UNTIL MUCH OF THE FAMILY 
RESEMBLANCE BETWEEN GENRES WAS LOST. 



m 



SIMILARLY, THE 20TH CENTURY ^ 
BELGIAN MASTER HERGE CONSTRUCTED 
SUCH DETAILED AND RICH ENVIRONMENTS 
\IN HIS FAMOUS TINTIN SERIES — 


IEBBIK1 


— THAT THE LION’S SHARE OF ARTISTS THAT FOLLOWED 
IN HIS FOOTSTEPS GAVE W0RLD“8UILDING A 
PROMINENT ROLE IN THEIR WORK AND HELPED DISTIN¬ 
GUISH EUROPEAN COMICS FROM BOTH THE NORTH 
AMERICAN AND JAPANESE VARIETIES FOR MANY YEARS. 



PIS 






TEZUKA’S FIFTIES HIT MIGHTY ATOM (I) WAS A W ^ 

CLEAR PROGENITOR OF SHOTARO ISHINOMORI’S 

STYLISTICALLY SIMILAR CYBORG 00? A DECADE 11 \ 7 

LATER C2) BUT BY THE EIGHTIES, SCIENCE-FICTION SERIES ^ \\ 

LIKE MASAMUNE SHIROW’S APPLESEED (3) HAD RAMPED 

UP THE GENRE’S LOVE OF GADGETS TO A MUCH GREATER ^|\ ' Y\ 

DEGREE, LEADING TO A MORE ORNATE, FULLY-RENDERED \ I Sglallly V 

TECHNOPHILIC STYLE. ||WV |HH| 

MEANWHILE, TEZUKA’S 1754 SERIES PRINCESS KNIGHT ^ wT ^ @ 

C4) ANTICIPATED BOTH THE FLOWERY, ANDROGENOU5 STYLE OF 

RIYOKO IKEDA’S ROSE OF VERSAILLES (5) AND THE FRENETIC, % 

GENDER-BENDING SEX FARCE OF RUMIKO TAKAHASHI’S RANMA t/2 (6\ \\ g 

AND ALTHOUGH TEZUKA’S OWN SAMURAI COMIC PORORO 00 DIDN’T APPEAR UNTIL THE LATE Y 

5IXTIES, SAMPEI SHIRATO’S EARLIER NINJA BUCHEICHO C 8) SHOWED STRONG TEZUKA INFLUENCES, 

COUPLED WITH A SLASHING, GESTURAL LINE QUALITY OF HIS OWN, A LINE EMULATED AND EXPANDED UPON IN A 
MORE REALISTIC CONTEXT BY LATER ARTISTS LIKE GOSEKI KOJIMA OF LONE WOLF AND CUB FAME 07). 


6 ^ 


© i 


■m 

1 


I EM 


IN RECENT YEARS, 
WORLD-CLASS 
CARTOONISTS LIKE 
HAyAO MiyAZAKI 
have seen MORE 
INCLINED TO BORROW 
IDEAS FROM ACROSS 
THE WORLD, LEADING 
TO A BLURRING OF 
THE BOUNDARIES 
BETWEEN REGIONAL 
STYLES — 



- WHILE A WORLD-WIDE CULTURE OF ARTIST5 ON THE 
WEB HAVE SEEM BLURRIN& THE BOUNDARIES EVEN 
MORE WITH AN EXPLOSION OF DIVERSE GENRES AND 
STyLES NOT CONSTRAINED BY REGIONAL MARKETS - 


— OR THE NEED TO 
BATTLE FOR SHELF 
SPACE. 



RELATIONSHIP 


JjJrar 9 




y\ 


m 


FAKE AUTOBIO 


ANDROGYNOUS 
INTERSTELLAR 
BUDDY COMICS 


SOCIOPOLITICAL 
PSEUDO-HISTORICAL 
SUPERNATURAL 
NEO-ABSURDIST 
ROMANTIC COMEDY 



ASK YOURSELF: 

IS THE GENRE YOU 
WANT TO WORK IN STILL 
GROWING? IS THERE 
anything you can do 
TO ACCELERATE ITS 

GROWTH? 



/ ONE \ 
PERSON 

can have an 
ENORMOUS IMPACT 
ON A GENRE — OR 
EVEN ON A WHOLE 

N 

Y OF COMICS/ / 


TEZUKA’S MASSIVE OUTPUT SHAPED A CENTURY 
OF MANGA, WHILE KIRBY’S DYNAMIC APPROACH 
WAS THE FACE OF AMERICAN MAINSTREAM 
COMICS FOR MANY YEARS. 


i 







IF THESE TRENDS 
CONTINUE, WE MIGHT 
ASK IF THE WHOLE 
IDEA OF GENRES 
MIGHT BECOME 

MARGINALIZED. 


15 SUCH A THING 
POSSIBLE THOUGH? 

AND IF POSSIBLE, 
WOULD IT HELP OR 

HURT comics? 


THE 

ANSWER, AS 
USUAL, DEPENDS 
ON WHO YOU 

A CL*' 







&AmV? NC: ART RY HER6E - TWO: ART Bv MOEGlUS, 

ARTBV ^ DE ME2,ERES A * D LEW,S TRONDHEIM. PANEL THREE: 
Y HAVA0 MIYAZAKI (SEE ART CREDITS, PA6E 258) 


227 PANBL FOUR: ART By JEFF JACQUES, MIKE KRAHULIK, MITCH CLEM, 

K ( ° CHALKA> ERIC M,LU|C,N * 2ABEL, JEFFREY ROWLAND, JENN 









































mm 


IF YOU AGREE AMD WOULD RATHER GO YOUR OWN 
WAY> BE A GENRE OF ONE, AMD NOT TRY TO FIT 
ONTO ANYONE’S "SHELF,” MORE POWER TO YOU. 


YOU’LL BE 
FOLLOWING- IN THE 
FOOTSTEPS OF 

GIANTS. 


V THEY’LL TELL YOU ^ 
THAT THE MOST 
IMPORTANT WORKS OF 
LITERATURE TEND TO DEFY 
SUCH CATEGORIES CAT LEAST 
UNTIL NERDS LIKE ME 
CLASSIFY THEM AFTER 
^ THE FACT). A 


ON THE OTHER HAND, PLENTY OF 
HISTORY’S GREAT CARTOONISTS JUST WANTED 
TO TELL THE BE5T STORY THEY COULD, AND IF 
THAT MEANT WORKING WITHIN A GENRE, FINE. 
V THEY ENJOYED THE COMPANY. 


ALL WE CAN 
SAY FOR SURE IS 
THAT GENRES CAN 
RIPEN - 


ONCE ^ 
AGAIN, THERE!? NO 
RIGHT ANSWER. 


— BUT IF ONE FLAVOR 
OF COMICS IS ALL YOU 
EVER TRY — 


THEY CAN 



AT CONVENTIONS AMD 
FESTIVALS AROUND THE WORLD, COMICS 
ARTISTS MEET FACE TO FACE TO TALK ABOUT 
LIFE. WORK AMD EVERYTHING |M SETWEEM. 


UNDERSTANDING 


shared IDEALS. 
SHARED VALUES. 
SHARED goals.., 


BUT LISTEN CLOSELY 
AND YOU MAY NOTICE 
SOME COMMON 

themes. 


ASK A 

THOUSAND OF THEM 
WHAT THEY WANT 
OUT OF COMICS. WHAT 
MAKES IT ALL 

WORTHWHILE. OR 

WHAT IT TAKES TO 

SUCCEED - 


— AND YOU'LL 
6ET A THOUSAND 
DIFFERENT 

answers. 


L ® CAMPFIRES. THESE ARE the UNDERLYING 

apo PH ' ES ™ AT CREAT0RS HAVE FATHERED 
AROUND THROUGH THE YEARS. THE BELIEFS THAT 
SIND LIKE-MINDED ARTI5TS TOGETHER WITH A 
SENSE OF COMMON PURPOSE. 


JUST FOUR 


THE5E “CAMPFIRES” DON'T NUMBER 
IN THE THOUSANDS, THOUGH. 








































































THE DETERMINATION TO HOLD UP A 
MIRROR TO LIFE’S FACE — WARTS AND 
ALL — AND TO RESIST PANDERING OR 
SELLING OUT. 


THEN THERE’S THE DEVOTION TO 
COMICS ITSELF, TO figuring 
OUT WHAT THE FORM OF COMICS 
IS CAPABLE OF. 


AND FINALLY, THE DESIRE FOR 

HONESTY, AUTHENTICITY, 
AND A CONNECTION TO REAL 
LIFE. 


ART 

>BREY 

cruc 


THE CONVICTION OF ARTISTS TO REMAIN 
TRUE TO THEMSELVES WHILE 
NEVER TAKING THEMSELVES TOO 

SERIOUSLY, to fly no one’s flag ~ 












































WHEN AN ARTIST STARTS TO BUILD HIS OR HER COMICS AROUND ONE OF THESE COLLECTIONS OF VALUES, 
HE OR SHE MAY DISCOVER A LOOSELY AFFILIATED TRIBE OF LIKE-MINDED COMICS ARTISTS THAT SHARE 
SUCH VALUES. FOR DISCUSSION’S SAKE, LET’S CALL THEM... 


IF YOU’RE LIKE MOST COMICS CREATORS, YOU 
PROBABLY WOULDN’T MIND ACHIEVING- GOALS 
FROM ALL FOUR OF THESE G-ROUP5. 


A “LIVING, HONEST, ^ 
BEAUTIFUL AND INVENTIVE 
WORK OF COMICS...” SOUNDS 
LIKE A GOOD BACK-Q^VER 
. QUOTE, RIGHT? 


— AND THERE’S 
ALMOST ALWAYS ONE 
OF THE FOUR THAT 
BURNS RARELY OR NOT 
AT ALL FOR THEM. 


BUT USUALLY, YOU 
CAN TELL WHICH 
ONE BURNS 

BRIGHTEST for 

A GIVEN CREATOR - 


THIS IS PARTIALLY BECAUSE 
THESE FOUR IDEALS, WHILE COMPATIBLE 
WITH EACH OTHER IN SOME WAYS, ARE 
INCOMPATIBLE IN OTHERS. 





I i* 


I If 


FOR EXAMPLE, ADVENTURE STRIP MASTER 
MILTON CANIFF PUT STORY FIRST IN THE 
MOLD OF THE ANIMIST5, BUT HIS IMPECCABLE 
COMPOSITIONS BETRAY A CLASSICIST’S EYE. 


mm 

mm 

(QUrJ 


m 




ART SPIEGELMAN, THOUGH PRACTICALLY A 
PATRON SAINT TO YOUNG FORMALISTS, 
ALSO HAS A STRONG ICONOCLASTIC 
STREAK. 


1.7:111 V \ V 


AND DAVE MCKEAN’S ART COMBINES 
FORMALIST EXPERIMENTS WITH A 
CLASSICIST’S PASSION FOR MASTERy 
AND BEAUTy. 


F0UR " 5j ^ : ART By MKTON CAN/fFF, ART SPIEGELMAN/ 
§ ° DAVE MCKEAN (fSEE ART CREDIT5, PAGE 258). 









































MIXING ALONG THE DIAGONALS IS 
LESS COMMON BECAUSE OPPOSITE CORNERS 
OFTEN REPRESENT OPPOSITE VALUES- 





% 


A FORMALIST APPROACH makes THE COMICS 
FORM VISIBLE THROUGH EXPERIMENTATION — 
EXACTLY WHAT THE CONTENT-DRIVEN ANIMIST 
TRIE5 TO AVOID BY PUTTING STORY FIRST. 


FORM 


CONTENT 




AND CLASSICISTS WHO PURSUE WORKS OF 

BEAUTy MAY FIND LITTLE COMMON GROUND 

WITH ICONOCLASTS WHO FEEL DRIVEN TO 

CONFRONT THE 

“UGLy TRUTHS” OF LIFE. 

a 

/ ) .s' >•■'.Ai 


/ y> 

f \ j 

r V // 

/' ( * 

x. ) ' 

BEAUTY 

o 


i ■ i 

i o ■ 

// 


ru-- —> > 

TRUTH 


THERE ARE THOSE WHO EMBODY 
THESE CONFLICTING IDEALS IN THEIR 
ART, BUT THEY TEND TO COMBINE THEM 
LIKE OIL AND WATER — 


— EACH 
IDEAL 

GOVERNING A 

DIFFERENT 
ASPECT OF 

THE WORK. 



A BEAUTIFULLY CRAFTED, MASTERFUL RENDITION OF 
JUNK CULTURE’S GROTESQUE UNDERBELLY, FOR 
EXAMPLE, AS IN THE CASE OF CHARLES BURNS — 


— OR A CON5CIOU5LY INVENTIVE, FORMALLY AWARE. 
BODY OF WORK, WITH PURE INTUITIVE MYSTERY AT ; 
ITS HEART, AS IN THE ART OF JIM WOODRING. % 




PANEL5 FIVE AND SIX: ART By CHARLES BURNS AND JIM 
WOODRING (SEE ART CREDITS, PAGE 258). 






IT D BE A MISTAKE, NOT TO MENTION OBNOXIOUS, 
TO A5SUME THAT ANYONE’S ARTISTIC PERSONALITY OR 
POTENTIAL WAS FIXED FOR LIFE BY SUCH CHOICES. 



OH, YOU WOULDN’T 
UNDERSTAND, martin. 
YOU’RE AN “ANIMIST.” 


^WHAT?? 



WHATEVER YOUR PERSONALITY, THERE’S NOTHING 
TO STOP YOU FROM MOVING FROM ONE CLUSTER 
TO ANOTHER AS OFTEN AS YOU WANT. 



V ° o w 







THAT SAID, HEADING 
TOWARD ONE OR TWO 
OF THESE ARTISTIC 
PHILOSOPHIES MIGHT 
TURN OUT TO BE A 

GOOD DIRECTION 

FOR YOU IN THE LONG 
^ - 


EVEN IF IT 


DIRECTION YOU’RE 


HEADING IN 

\ NOW. 




^ORe on juvg’ 


S CATEGORIES IN CHAPTER NOTES. 
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CHAPTER 6: YOUR PLACE IN COMICS 


GENERAL COMMENTS ON MANGA 

I'M USING THE WORD "MANGA" TO REFER TO COMICS 
MADE IN JAPAN AND PUBLISHED FIR5T IN JAPANESE. I 
MIGHT USE THE TERM “MANGA-FORMAT” OR “MANGA- 
STYLE” TO DESCRIBE COMICS FROM ELSEWHERE THAT 
ARE INFLUENCED BY JAPAN, BUT IT'S ALL STILL COMICS 
AS FAR AS I’M CONCERNED. THAT SAID, IF A GUY IN 
NEWARK WANTS TO CALL HIS COMIC "NEW JERSEY’S 
BEST MANGA," I'M NOT GOING TO ARGUE WITH HIM. 

THIS 5ECTION STICKS M05TLY TO THE DYNAMICS 
BETWEEN THE JAPANESE AND NORTH AMERICAN STYLES 
BECAUSE THAT'S BEEN THE MOST VISIBLE CULTURE 
CLASH HERE IN RECENT YEARS, BUT KOREAN, CHINESE 
AND OTHER TRANSLATED ASIAN COMICS ARE STARTING 
TO APPEAR ON THE SHELVES. THEIR APPROACH TO 
STORYTELLING SHOWS SOME DISTINCT DIFFERENCES 
FROM JAPAN, BUT THEY CLEARLY COME FROM THE SAME 
PART OF THE WORLD, JUST AS BRITISH COMICS 
FOLLOWED A DIFFERENT PATH FROM THEIR AMERICAN 
COUNTERPARTS, WHILE STILL RECOGNIZABLY PART OF 
THE ENGLISH LANGUAGE COMICS TRADITION. 



OTHER FACTORS CAN COMPLICATE THE EAST-WEST 
DIVIDE. SOME OF THE COLOR WORK IN RECENT AMERICAN 
MAINSTREAM COMICS IS INFLUENCED BY CLASSIC 
EUROPEAN ALBUMS, TAKING IT IN A DIFFERENT DIREC¬ 
TION ENTIRELY, AND COLOR IT5ELF IS A BIG DIVIDING 
LINE, OF COURSE, SINCE ALMOST ALL MANGA IS IN BLACK 
AND WHITE LSEE UNDERSTANDING COMICS , CHAPTER 8 
FOR SOME IDEAS ON HOW COLOR AFFECTS THE READING 
EXPERIENCE). 

IN THIS CHAPTER, MOST OF MY EXAMPLES ARE FROM 
MAINSTREAM TYPES OF MANGA INCLUDING SOME 
POPULAR 5HOJO AND SHONEN TITLE5 BECAUSE THOSE 
ARE THE KINDS THAT ARE AVAILABLE HERE, BUT NORTH 
AMERICAN BOOKSTORES ONLY SHOW A FRACTION OF 
WHAT’S AVAILABLE IN JAPAN. SOME GENRES BARELY GET 
SHELVED AT ALL, ESPECIALLY THOSE DEALING WITH 
SPECIFIC OCCUPATIONS AND ACTIVITIES. THERE'S ALSO A 
COUNTERPART TO THE NORTH AMERICAN UNDER¬ 
GROUND AND ALTERNATIVE SCENE IN JAPAN THAT 
DOESN'T CROSS THE OCEAN MUCH. CHECK OUT THE 


BIBLIOGRAPHY FOR SOME BOOKS ON THE SUBJECT. 



NO COUNTRY HAS ALL THE ANSWERS. CARTOONISTS 
EVERYWHERE TAKE SHORTCUTS. PUBLISHERS EVERY¬ 
WHERE TRY TO CLONE WHATEVER WORKED LAST TIME. 
STORE SHELVES EVERYWHERE ARE FAR TOO SHORT. BUT 
MANGA ARTISTS IN THE LATE 20TH CENTURY MADE 
EXCEPTIONAL GAINS IN UNLOCKING COMICS' POTENTIAL 
AND I THINK THAT STUDYING THEIR RESULTS CAN 
BENEFIT ANYONE SERIOUS ABOUT MAKING COMICS. 


PAGE 216 - MORE ON MANGA TECHNIQUES 

ICONIC FACES: 

SEE UNDERSTANDING COMICS, PAGES 30-95, FOR A 
DISCUSSION OF HOW CARTOON IMAGERY AFFECTS THE 
READING EXPERIENCE. ON THIS POINT, THE EAST/WEST 
CONTRAST I NOTICED IN 1982 WAS SPECIFICALLY 
BETWEEN MANGA AND THE SUPERHERO "MAINSTREAM" 
COMICS. THERE WERE PLENTY OF CARTOONY CHARAC¬ 
TERS IN NEWSPAPER STRIPS AND THE KIDS COMICS 
FROM GOLD KEY, DISNEY, ETC. 

SENSE OF PLACE: 

THIS WAS A BIT STRONGER IN 1982 THAN IT IS NOW. 

MANGA NEVER WENT AS FAR AS THE EUROPEANS IN THE" 
WORLD-BUILDING DEPARTMENT ^EXCEPT FOR 
EUROPEAN-INFLUENCED ARTISTS LIKE MIYAZAKI) BUT | 
CONVEYING THE EXPERIENCE OF A PLACE WAS VERY 
IMPORTANT, AND FREQUENTLY GIVEN A LOT OF ROOM AT ® 
THE BEGINNINGS OF SCENES. 

WORDLESS PANELS/ASPECT TO ASPECT TRANSITIONS: I1 

NORTH AMERICAN COMICS HAVE DEFINITELY PICKED UP’-1?|| 
ON THIS OVER THE LAST 25 YEARS WITH THE GROWTH ' 

OF GRAPHIC NOVELS AND THE REDUCED NEED TO HURB§§ 
STORIES ALONG AND KEEP EVERYBODY TALKING. SEE § 
UNDERSTANDING COMICS , PAGES 79-89, FOR MORE o|| 

HOW SILENCE AND TRANSITION TYPES VARY FROM EASf 
TO WEST. 

SUBJECTIVE MOTION: 

SEE UNDERSTANDING COMICS , PAGES J08-II9, FOR M0R& 

ON HOW SUBJECTIVE MOTION WORKS. 

GENRE MATURITY: 

SUSHI CHEFS, BASEBALL PLAYERS, FISHERMEN, i 
STUDENTS, "SALARYMEN"... NO MATTER WHO YOU W£fij§ 


IN JAPAN, THERE WAS PROBABLY A GENRE OF COMICS 
DEVOTED TO YOU IN 1902 — AND AS FAR AS I KNOW, 
THERE STILL IS. WHAT FASCINATED ME, THOUGH, WAS 
THAT FROM AN ARTISTIC STANDPOINT, EACH GENRE WAS 
WILDLY DIFFERENT. EACH HAD ITS OWN APPROACH TO 
PACING, FRAMING, EXPRESSIONS AND BODY LANGUAGE. 
IF A BIG MAINSTREAM COMICS PUBLISHER IN THE U S 
DECIDED TOMORROW TO PUBLISH FIVE COMICS DEALING 
WITH SKATEBOARDING, HIGH SCHOOL ROMANCE, 

NASCAR, MODELING AND POLITICS RESPECTIVELY, THEY 
MIGHT FEATURE VERY DIFFERENT TYPE5 OF STORIES, 

BUT THE SASIC STORYTELLING ENGINE WOULD PROB¬ 
ABLY BE THE SAME. BY "MATURITY," I MEAN JUST THAT 
— THE KIND OF DIFFERENTIATION THAT ONLY COMES 
WITH YEARS OF GROWTH (AS DISCUSSED ON PAGE 
225). 

CHARACTER DESIGNS: 

VARIETY OF CHARACTER DESIGN IN MANGA HAS 
SOFTENED OVER THE YEARS AS THE CARTOONY 
TRADITIONS BEGUN BY TEZUKA HAVE GIVEN WAY TO 
MORE IDEALIZED CHARACTER DESIGNS. GENERALLY 
SPEAKING, THE BOY'S ACTION GENRES SHOW A BIT MORE 
VARIATION THAN GIRL'S ROMANCE. SOME SHOJO ARTISTS 
TRY A LITTLE TOO HARD TO MAKE EVERYBODY BEAUTI¬ 
FUL IN SIMILAR WAYS. THEN AGAIN, I’M A GUY, SO TAKE 
THAT WITH A GRAIN OF SALT. 


SMALL, REAL WORLD DETAILS: 

THIS IS ANOTHER AREA WHERE JAPAN AND THE U.S. 
MIGHT BE MEETING IN THE MIDDLE, AS MANGA VEERS A 
BIT TOWARD THE FANTASTIC AND NORTH AMERICAN 
COMICS ARTISTS PAY MORE ATTENTION TO THE REAL 
WORLD. FOR A GREAT EXAMPLE OF A LATE 20TH 
CENTURY MANGA MASTER WHO UNDERSTOOD THE 
POWER OF SMALL MUNDANE DETAILS, CHECK OUT THE 
PUSH MAN , A TRANSLATED COLLECTION OF MATURE, 
SOMEWHAT DARK STORIES BY VOSHIHIRO TATSUMI 
AVAILABLE FROM DRAWN AND QUARTERLY. 



emotionally expressive effects: 

ISOME STYLES ARE BLATANTLY EXPRESSIONlSTIC IN 
Ivc TRAYING EMOTIONS THROUGH PEN AND INK. RIYOKO 
EDA HELPED PERFECT SUCH EFFECTS IN CLASSIC 
ln/ RIES LIKE THE ROS£ OF VERSAILLES. I DEVOTE 
; APTER FIVE OF UNDERSTANDING COMICS TO THE IDEA 
Jgr r 5 Q W6QLES OF INK ON PAPER CAN LOOK HAPPY, 

J1L ’ AFRA,D OR ANGRY, BUT THESE ARTISTS HAVE 

THE CASE> FAR M0RE ELOQUENTLY THAN I CAN, 
ft ER THE COURSE OF MORE THAN 100,000 PAGES. 


PAGE 217 - OTHER EXPLANATIONS 

JUST TO BE CLEAR, I DON’T WANT TO COMPLETELY 
DISCOUNT "FORMATS, MARKETING AND CULTURAL 
DIFFERENCES” AS FACTORS IN MANGA'S SUCCESS. THE 
ABSENCE OF COLOR PRINTING ALONE WOULD HAVE 
STEERED MANGA IN A DIFFERENT DIRECTION FROM 
EUROPE, AND I'VE SPECULATED MYSELF ABOUT 
DIFFERING TRADITIONS IN WESTERN AND EASTERN ART 
BUT HAVING EXPERIENCED MANGA STORYTELLING 
MYSELF, I BECAME CONVINCED THAT THE FEELINGS IT 
PRODUCED IN ME AS A READER WERE THE “ACTIVE 
INGREDIENT” THAT HAD DRIVEN MANGA'S WILDLY 
SUCCESSFUL COMICS INDUSTRY. 


PAGE 218, PANEL SIX ■ 
EFFECT 


THE MADAGASCAR 


ONE OF THE MOST INTERESTING THINGS ABOUT MANGA 
IN THE DECADES LEADING UP TO THE EIGHTIES IS HOW 
LITTLE EUROPEAN AND AMERICAN STYLES HAD 
PENETRATED IT. OSAMU TEZUKA MAY HAVE TAKEN SOME 
CUES FROM AMERICAN ANIMATION AT THE OUTSET, BUT 
HE WENT ON TO CREATE SOMETHING UNIQUELY HIS OWN 
AND IN RETROSPECT — AS A NATION FOLLOWED HIS 
LEAD — UNIQUELY JAPANESE. ARTI5TS LIKE OTOMO 
AND MIYAZAKI WERE JUST BEGINNING TO BRING A MORE 
EUROPEAN FLAVOR TO MANGA AROUND THE TIME I 
WANDERED INTO BOOKS KINOKUNlYA ON MY LUNCH HOUR 
IN 1982, BUT COMPARED TO THE PROMISCUOUS TRADING 
OF IDEAS BETWEEN EUROPE AND AMERICA DURING THIS 
PERIOD, JAPAN WAS TRULY AN ISLAND. 

JAPAN'S COMICS CULTURE IS LIKE ANOTHER ISLAND 
NATION, MADAGASCAR, IN THE WAY THAT ITS ARTISTIC 
FLORA AND FAUNA GREW TO LOOK LIKE NOTHING EL5E 
ON EARTH DUE TO ITS RELATIVE ISOLATION. ISOLATION 
CAN SOMETIMES LEAD TO STAGNATION AND INBREED¬ 
ING, BUT TE2UKA'S CAREER SEEMS TO HAVE PROMPTED 
SUCH A BIODIVERSITY OF GENRES AND STYLES RIGHT 
FROM THE START THAT NATURAL COMPETITION WAS 
PRESERVED OVER THE COURSE OF FOUR DECADES, 
LEADING TO A HEALTHY, THRIVING COMICS 
CULTURE. 


PAGE 217, PANEL THREE — ALTERNATIVE 
COMICS AND GRAPHIC NOVELS 

I INCLUDE A FACE FROM CHYNNA CLUGSTON'S SCHOLAS¬ 
TIC COMIC QUEEN SEE IN THIS PANEL, WHICH ISN'T 
EXACTLY PART OF WHAT WE CALL THE "ALTERNATIVE" OR 
GRAPHIC NOVEL" SCENE, BUT IT BELONGS IN THIS 
PANEL MORE THAN IN THE NEXT TWO, SINCE IT’S NOT A 
WEBCOMIC AND ISN’T "MAINSTREAM" — AT LEAST NOT 
IN THE TORTURED SENSE THAT WE USE THE TERM IN 
AMERICA Lf.E., IT DOESN'T LOOK LIKE A SUPERHERO 
COMIC). CLUG5T0N IS CLEARLY INFLUENCED BY AND 
ASPIRING TOWARD A MANGA STYLE. THOMPSON AND KIM 
HAVE ABSORBED A LOT OF MANGA INFLUENCES, THOUGH 
THEY DON’T PURSUE IT AS THEIR DOMINANT 5TYLE, 

AND CHRIS WARE JUST HAPPENS TO BE TREADING 
SOME OF THE SAME GROUND WITH HIS USE OF SILENT 
MULTI-PANEL ESTABLISHING SHOTS AND OTHER 
TECHNIQUES. 


LEFT: ART BV KOREAN ARTI5TS KIM JEA EUN AND 
DOHA KANO. RIGHT: ART By HIRONORf KlKUCHl AND 
yUKO TSUNO (SEE ART CREDITS, PAGE 258). 


2 HO 


VOSHlHtRO TATSUMI (SEE ART CREDITS. PAGE 258). 
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PAGES 220-221 - SH0J0 VERSUS SHONEN 

THESE TERMS MOSTLY REFER TO TARGET AUDIENCES 
(GIRLS VERSUS SOYS) RATHER THAN ANY SPECIFIC 
GENRE. THERE’S OBVfOUSLY A LOT OF ROMANCE [N 
SHOJO TITLES AND A LOT OF ACTION IN SHONEN TITLES, 
BUT THEY'RE NOT IRON-CLAD DISTINCTIONS. RUMIKO 
TAKAHASHI'S RANMA 1/2 IS CONSIDERED SHONEN, FOR 
EXAMPLE, BUT IT'S READ BY PLENTY OF GIRLS, INCLUD¬ 
ING MY OWN DAUGHTERS. 

MANGA TARGETED AT ADULT MEN AND WOMEN (SEINEN 
AND JOSEI, RESPECTIVELY) OR SMALL CHILDREN 
(KODOMO) AREN'T TRANSLATED AS OFTEN IN THE 
STATES, BUT YOU CAN FIND SOME ON THE SHELVES. 


PAGE 221 - SUPERHEROES AND MANG-A 

PANEL FOUR IS FROM ULTIMATE SPIDER-MAM VOLUME 
ONE WITH PENCILS BY MARK BAGLEY AND INKS BY ART 
THISERT AND PAN PANOSIAN. MANGA-STYLE MOTION 
LINES LIKE THESE APPEAR IN SEVERAL PLACES, AND THE 
BOOK HAS A SLIGHT POST-MANGA FLAVOR OVERALL. 



WITH THAT IN MIND, IT'S INTERESTING TO COMPARE IT 
TO SOMETHING LIKE MASASHI KISHIMOTO'S 
SUPERHERO-LIKE NARUTO , (SEEN AT THE TOP OF PAGE 
221) TO SEE HOW MANY DIFFERENCES STILL REMAIN 
BETWEEN THE TWO COMICS CULTURES. FIGURES IN THE 
ULTIMATE SPIDER-MAN PANELS SEEM TO FACE OUT 
MORE OFTEN, FOR EXAMPLE. THE FIGURES IN NARUTO 
OFTEN FACE AWAY FROM THE READER, AS IF WE'RE 
RUNNING INTO ACTION BEHIND THEM OR CONTROLLING 
THEIR MOVEMENTS IN A GAME. FIGURES IN US-M ALSO 
TEND TO FILL THE PANEL MORE. KISHIMOTO SEEMS LESS 
RELUCTANT TO PULL SACK FOR LONG-SHOTS OF HIS 
HEROES (THOUGH HE GOES TOE-TO-TOE WITH HIS 
AMERICAN COUNTERPARTS IN THE EXTREME CLOSE-UPS 
DEPARTMENT). 


PAG-ES 222-223 - MANGA'S SCATTERED 
SEEDS 

WHEN I BEGAN MAKING COMIC5 IN THE EARLY '80S, 
THERE WERE ONLY A FEW PUBLISHED ARTISTS WHO 
OPENLY ACKNOWLEDGED A MANGA INFLUENCE. THE 
THREE MOST PROMINENT AT THE TIME WERE WENDY 
PINI, FRANK MILLER (WHOSE SERIE5 RONIN HAD DIRECT 
NODS TO LONE WOLF AND CUB) AND COLLEEN DORAN. 
ALL INCORPORATED MANGA IDEAS INTO THEIR WORK, 


THOUGH NONE WOULD BE DESCRIBED AS "AMERICAN 
MANGA" AS SOME LATER TITLES WOULD BE. ARTISTS 
LIKE LEA HERNANDEZ PURSUED MANGA STYLES MORE 
FULLY AND WERE PRECURSORS TO THE MORE RECENT 
OEL (ORIGINAL ENGLISH LANGUAGE) MANGA VOLUMES 
WHICH SIT ALONGSIDE JAPANESE IMPORTS IN THE SAME 
FORMAT. 

LIKE ANY STYLE WITH A DEVOTED FAN FOLLOWING, 
THERE'S SOME CONTROVERSY OVER TERMINOLOGY AND 
AUTHENTICITY (ASK A 20-SOMETHING NIRVANA FAN 
WHAT "GRUNGE" MEANS FOR A DEMONSTRATION OF THIS 
PRINCIPLE). THE EARLY TERM "AMERI-MANGA” BECAME 
AN INSULT IN SOME CIRCLES, AND EVEN "OEL" HAS ITS 
DETRACTORS, THOUGH IT'S HARD TO IMAGINE A MORE 
NEUTRAL WAY OF DESCRIBING SUCH BOOKS. SOME OEL 
MANGA LIKE SVETLANA CHMAKOVA’S DRAMACON STAY 
VERY CLOSE TO MAINSTREAM MANGA STYLES AND 
CELEBRATE MANGA’S MORE IDIOSYNCRATIC TOUCHES LIKE 
"CHIBIS" (PAGE 220, PANEL SIX IS A CHlBl VERSION OF 
ME). OTHER OELS LIKE AMY KIM GANTER’S SORCERERS 
AND SECRETARIES (PAGE 222) STILL RETAIN SOME 
WESTERN FLAVOR BUT ARE TARGETED TO MANGA 
READERS THROUGH FORMAT, PUBLISHER AND OVERALL 
TONE. 

GANTER AND BRYAN LEE O’MALLEY (WHOSE SCOTT 
PILGRIM CAN BE SEEN AT THE TOP OF PAGE 223) ARE 
PART OF A NEW WAVE OF YOUNG CARTOONISTS WHO'VE 
READ PLENTY OF COMICS FROM JAPAN AND AMERICA 
OVER THE YEARS, AND WHOSE INFLUENCES HAVE 
BLENDED TO THjg POINT WHERE IT'S HARD TO TELL 
WHERE ONE STYLE BEGINS AND THE OTHER ENDS. THIS I 
TREND IS ESPECIALLY NOTABLE IN THE GROUND¬ 
BREAKING FLIGHT ANTHOLOGY, WHICH AL50 BECAME A 
MEETING PLACE FOR WEBCOMICS ARTISTS HEADING FOR 
PRINT AND ANIMATION ARTISTS HEADING FOR COMICS. 
PUBLISHER'S WEEKLY EVEN REFERRED TO GANTER AS 
PART OF THE "FLIGHT GENERATION," WHICH MAY NOT BE 
FAR OFF WHEN WE LOOK BACK AT THIS PERIOD. 


PAG-ES 227 • 
DESSINEE? 


UNDERSTANDING- &ANDE 


LIKE MANGA, THE EUROPEAN TRADITION IS INCREDIBLY 
RICH AND DIVER5E. OBVIOUSLY, X DON'T THINK THAT 
EVERYBODY IN EUROPEAN COMICS IS CONSCIOUSLY GOING#! 
AFTER WORLD-BUILDING AS THEIR TOP ASSIGNMENT. 

LIKE ARTISTS IN ANY CULTURE, THEY HAVE A THOUSAND |g 
DIFFERENT GOALS IN MIND WHEN THEY SIT DOWN TO 
THE DRAWING BOARD. 

BUT COMPARED TO JAPAN AND NORTH AMERICA, 
WORLD-BUILDING WAS A CONSTANT FEATURE IN THE 
COMICS OF ARTISTS FROM HERGE TO UDERZO TO 
MOEBIUS TO TARDI TO SCHUITEN TO JANSSON. NO 
MATTER WHAT THE GENRE, EUROPEAN ARTI5TS RAP 
SKIMPED ON THE CREATION OF RICH ENVIRONMENTS* 

THE CONSTANT REITERATION OF THOSE ENVIRONME 
ON EVERY PAGE. FOR MUCH OF THE 20TH CENTURY, 
WORLD-BUILDING WAS A BEDROCK ASSUMPTION, F|f|| 
ABOVE WHICH, DIVERSE CAREERS TOOK ROOT. 

LIVING IN AMERICA, I MAY BE TOO CLOSE TO SPOT < 

OWN COMMON DENOMINATORS, BUT I DON’T DOU&jM 


THAT THEY EXIST. SUMMING UP POST-KIRBY SUPER¬ 
HERO COMICS WOULD BE LIKE SHOOTING FISH IN A 
BARREL, BUT IS THERE A SINGLE THEME THAT ROPE5 
IN EVERYTHING FROM KIRBY TO EISNER TO CRUMB TO 
SCHULZ? IS IT THE PRIMACY OF THE FIGURE? OUR 
APPROACH TO BACKGROUNDS? THE PROTAGONIST AS 
LONER? THE WAY CHARACTERS PLAY TO THE READER? 
OUR FREQUENT USE OF THE WORD “INVULNER¬ 
ABLE?” 

WHATEVER MAKES NORTH AMERICAN COMICS UNIQUE, 
IT’S PROBABLY BLURRED IN THE LAST 20 YEARS AS 
EUROPEAN AND JAPANESE INFLUENCES HAVE ENTERED 
THE MIX — AND AS JAPAN AND EUROPE’S UNIQUE 
QUALITIES HAVE ALSO SOFTENED. 

EUROPE, NORTH AMERICA AND JAPAN MAY NEVER 
AGAIN BE AS DIFFERENT FROM ONE ANOTHER AS THEY 
WERE WHEN I WA5 STARTING OUT. THE WORLD IS 
SHRINKING, INTERNATIONAL STYLES ARE EMERGING, 

AND SOON, THE WEB MAY SCRAMBLE THINGS BEYOND 
RECOGNITION. BUT BACK IN f<?82, THE OCEANS SEEMED 
ESPECIALLY WIDE FOR A YOUNG COMICS FAN. 


PAG-ES 229-237 - THE POUR TRIBES 

I ACTUALLY SAT ON THIS IDEA FOR OVER TEN YEARS 
WITHOUT PUBLISHING IT, CONCERNED THAT IT MIGHT 
DO MORE HARM THAN GOOD. I'M SYMPATHETIC TO 
THOSE WHO SEE ANY SUCH EFFORTS TO CATEGORIZE 
ART AS REDUCTIVE AND FUTILE. BUT THEN I'D SEE 
THESE RANTS LIKE: 

• "CRAFT IS THE ENEMY OF ART!" 

4 "ALTERNATIVE COMICS ARE FOR PEOPLE WHO 
CAN'T DRAW." 

• "EVERYONE MAKING MAINSTREAM COMICS IS A 
SELL-OUT." 

• "EXPLAINING ART RUINS IT." 

IF IT HAS NO NEW IDEAS, WHAT GOOD IS IT?” 

-AND I REALIZED THAT IN A WORLD WHERE SO MANY 
PEOPLE REDUCE ART TO TWO SIDES, MAYBE REDUCING 
IT TO FOUR WOULD BE AN IMPROVEMENT. 

^COMICS IS AN ECOSYSTEM, AND EACH OF THE FOUR 
..TRIBES HAS A ROLE TO PLAY IN KEEPING IT HEALTHY 
; D GROWING. DECLARING WAR ON ANOTHER'S 
r: ARTISTIC PHILOSOPHY IS AS POINTLESS AS A TREE 
. SCOLDING THE GRASS FOR BEING SHORT. WE MAY BE 
j COMPETING FOR THE SUNLIGHT OF OUR READERS' 

J ATTENTION, BUT THAT DOESN'T MEAN WE'D BE 
• BETTER OFF WITHOUT EACH OTHER. 


p AGE 235 - CLUSTERS 

HIS IS AN IMPORTANT POINT THAT I HOPE KEEPS THE 
t£UR TRIBES IDEA FROM DESCENDING INTO SOME¬ 
THIN MORE TOXIC. THERE ARE NO HARD DIVIDING 
ms BETWEEN THESE FOUR IDEALS, AND NO ONE 
BEL CAN EVER SUM UP A HUMAN BEING. BUT EACH 
^LOSOPHY HAS A CERTAIN GRAVITY TO IT THAT 
KES THOSE CLUSTERS OF ARTISTS VISIBLE ON THE 
*E, ON THE WEB AND ON THE CONVENTION FLOOR. 


NEW ARTISTS WALK INTO THE CROWD, MEET OTHERS 
LIKE THEMSELVES AND GRADUALLY START HANGING 
OUT WITH THE ARTISTS THAT SHARE THEIR VALUES 
THE ONES WHO "GET IT" WHEN THEY START TALKING 
ABOUT THE THINGS THAT ARE THE MOST IMPORTANT 
TO THEM. THINK OF HOGWARTS’ SORTING HAT IN THE 
HARRY POTTER BOOKS, PICKING OUT THE GRYFFINDORS 
HUFFLEPUFFS, RAVENCLAWS AND SLYTHERINS... ONLY 
THERE'S MORE TABLE-HOPPING, AND HARDLY ANYONE IS 
TRYING TO KILL YOU. 


PAGE 236-237 - DRAWBACKS OF THE TRIBES 

I LL CONFESS TO THE SINS OF THE FORMALIST. I CAN 
POINT TO ANY NUMBER OF COMIC5 THAT I'VE DRAWN IN 
WHICH EXPERIMENTAL IDEAS WERE PRETTY MUCH THEIR 
ONLY VIRTUE. ANYBODY CALLING SUCH COMICS “DRY,” 
“ACADEMIC” OR “UNREADABLE” WON'T GET MUCH * 
RESISTANCE FROM ME. AS LONG AS SOMETHING IS JUST 
AN EXPERIMENT, ARTISTS LIKE ME ARE CONTENT WITH 
SOME FAILURES ALONG THE WAY. “IF YOU CAN GUARAN¬ 
TEE THE RESULTS IN ADVANCE, IT'S NOT AN EXPERI¬ 
MENT” SUMS UP THE ATTITUDE. 

BUT FORMALISTS LIKE ME CAN SCREW UP SADLY WHEN 
WE TRY TO TELL A STORY STRAIGHT. WE KEEP GETTING 
DISTRACTED BY ALL THE FORMAL POSSIBILITIES ALONG 
THE WAY, AND WIND UP WITH A STIFF, FILL-IN-THE- 
SLANK5 COMIC WHERE INDIVIDUAL PANELS ARE JUST 
BORED EXCUSES TO GET TO THE NEXT BIG IDEA. YOU 
MIGHT CALL IT THE "NOT SEEING THE TREES FOR THE 
FOREST” PROBLEM, AND IT'S A COMMON ONE WITH 
ART-NERDS LIKE ME. IT'S HARD TO JUST TELL A STORY 
STRAIGHT WHEN THERE ARE SO MANY POSSIBILITIES IN 
THE AIR. 

I M NOTORIOUS FOR ENCOURAGING A LOT OF CRAZY 
EXPERIMENTS IN PRINT AND ON THE WEB, EVER SINCE 
UNDERSTANDING COMICS CAME OUT IN m3. YET IN 
MOST OF THIS BOOK, I'M ESSENTIALLY TEACHING MY 
READERS TO BURY THEIR EXPERIMENTS AND IMPERSON¬ 
ATE ANIMI5TS/ GO BACK TO PAGE ONE. SEE THE 
BALLOON IN THAT MIDDLE PANEL?: 


A READING 
EXPERIENCE SO SEAMLESS 
THAT IT DOESN’T FEEL LIKE 
READING AT ALL BUT LIKE 
BEING THERE? 


THAT'S THE LAST THING ON A FORMALIST’S MIND, AND 
IT S NOT EXACTLY WHAT THE ICONOCLASTS OR CLASSI¬ 
CISTS ARE AFTER EITHER. BUT JUST AS I MENTION IN 
THE NOTES TO CHAPTER ONE, THIS IS WHERE MAKING 
COMICS STARTS. IT'S WHY COMICS EXIST. AND PURSUING 
THAT GOAL HELPS TO ILLUMINATE THE PATH TO ANY 
NUMBER OF OTHER GOALS. 


ADDITIONAL NOTES AT: 
WWW.SCOTTMCCLOUD.COM/MAKINGCOMICS 


5EE ART CREDITS, PA6E 258. 
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IVE SEEN 

MAKING COMICS 

PROFESSIONALLY FOR MORE 
THAN 20 yEARS. 


" AND I‘M 
GRATEFUL 
FOR EVERY DAY IVE 
BEEN ABLE TO KEEP 
DOING- IT. 


LOVE my 
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IF THE KINDS OF COMICS YOU WANT TO 
MAKE DON'T FIT EASILY INTO A POPULAR NICHE, 
YOU MIGHT FIND MORE CREATIVE LATITUDE IN 
"ALTERNATIVE” COMICS PUBLISHERS AND 
S. ARTS WEEKLIES - 











iv; 


~ OR SELF- 
PUBLISHING* VIA 
OFFSET PRESS, 
PRlNT-ON-DEMAND OR 
EVEN PHOTOCOPYING. 


WITH LIMITED 

DISTRIBUTION, 

SUCH OPTION5 
MEAN LITTLE OR NO 
CASH UP FRONT — 





fc(> €es <? 




^ RIGHT NOW, THE MARKET FOR 

HOMEGROWN MANGA-FORMATTED BOOKS IS TOO 
NEW TO EVALUATE, BUT MORE CROSS-BREEDING IS 
INEVITABLE, SO KEEP YOUR EYES OPEN. 


ALSO KEEP YOUR EYES OPEN FOR OPPORTUNITIES 
IN OTHER PRINT PUBLICATIONS THAT RUN 
COMICS. THESE POP-UP ALL THE TIME AND CAN 
RESULT IN GREAT VISIBILITY. 






YOU ^ 

MIGHT MAKE A 
CAREER OUT OF A 
KIND OF COMIC THAT 
DOESN’T EVEN 

EXIST YET/ 




mi: 

nit- 


ON THE WEB, PUBLISHING AND DISTRIBUTION 
ARE ONE AND THE SAME AND — AT LEAST AT THE 
ENTRY POINT — FAIRLY CHEAP. 



IF N 

YOU HAVE THE 

EQUIPMENT for 
IT, OF COURSE. 



NOW, THE BIGGEST WEBCOMICS N 
HITS ARE ABLE TO TURN A PROFIT FROM 
ADVERTISING, MERCHANDISE, DONATIONS, ETC. 
MOST STILL STRUGGLE TO MAKE A LIVING, BUT 
s "n. THE SCENE IS CHANGING CONSTANTLY. / 


SEE 

THE NOTES 
PAGE FOR MORE 
INFO. 


wm 






— BUT ALTERNATIVE AND SMALL PRESS WORK 
CAN ALSO FEED INTO THE GRAPHIC NOVEL 
MARKET. IN FACT, MANY HITS OF THE GRAPHIC 
NOVEL MOVEMENT ORIGINATED IN THE SMALL 
PRE5S AND ALTERNATIVE SCENES- 





OF COURSE, THE MOST 
SUCCESSFUL COMICS 
MARKET !N NORTH 
AMERICA DOESN’T 
ACTUALLY COME FROM 
NORTH AMERICA — 



— BUT SOME ARTISTS H 
IN NORTH AMERICA | 
HAVE HAD LUCK f 
CREATING MANGA- 


OF THEIR OWN,* , 
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^ EVEN THE 

WEB MAY NOT BE THE COMICS 
BUSINESS’ CUTTING EDGE in a few YEARS, 
AS THE PROSPECT OF NEW INFORMATION 
APPLIANCES and OTHER APPLICATIONS OF 
V NEW MEDIA LOOMS. 



' THERE HAVE 
BEEN SOME 
INITIATIVES IN THIS 
DIRECTION BUT THE 
FIELD IS STILL IN ITS 
INFANCY, and ITS 
FATE IS ANYONE’S 
V GUESS. 


IF YOU’RE LIKE MOST PEOPLE, YOU WANT TO DO 
YOUR OWN THING and get PAID for it, and 

WHILE REALIZING THAT DREAM MIGHT NEVER BE 
EASY, THE GROWTH OF NEW MARKETS HAS 
DEFINITELY HELPED. 



SEE ART CREDITS. PAGE 258, 


* EITHER THROUGH DOMESTIC OR JAPANESEP 
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THE WHOLE 
IDEA OF 
“BREAKING 
INTO” comics 

IMPLIES THAT 
THERE’S SOME SORT 

OF INSTITUTION 
WITH A FIXED 
LOCATION that 
YOU can! FIND and 
v PENETRATE - , 



— BUT GETTING A JOB IN 
COMICS THESE DAYS IS MORE LIKE 
catching a MOVING TRAIN that 
NEVER STOPS at THE same 
STATION TWICE! 


I TJ+' 1 

IriiBB M 


MANGA AND 
THE GRAPHIC 
NOVEL MOVEMENT 
TOGETHER WOULD BE 
ENOUGH TO TURN THE 
WHOLE MARKET 
UPSIDE DOWN - 




' — BUT THROW 

THE WEB INTO 
THE EQUATION AND YOU 
HAVE THE MOST 
UNPREDICTABLE 
MARKET COMICS HAS 
V EVER SEEN! 




THE NEW GENERATION OF READERS 
THAT THESE MARKETS ARE BRINGING IN WILL BE 
MAKING THEIR OWN COMICS IN THE COMING 
DECADE AND EARLY SIGNS ARE THEY’RE GOING 
TO BE GOOD AT IT. 


THAT’S WHY I 
HOPE THAT YOU’LL 
DO MORE THAN JUST 
CATCH-UP TO MY 

GENERATION OF 
V PROS — 


*5^ Z_ 


SO GOOD, IN 
FACT, THAT THE 
WHOLE MEANING OF 

“PROFESSIONAL” 

QUALITY COMICS MAY BE 
ABOUT TO CHANGE. 








LOOK BACK THROUGH THIS BOOK 
AND YOU’LL FIND A DOZEN OPPORTUNITIES 
TO GO BEYOND what ANY comics 
ARTIST WORKING TODAY IS ACHIEVING! 


THESE AREN’T THE 
GOALS EVERY SUCCESSFUL 
ARTIST MEETS — 


NOW’S YOUR CHANCE TO EXPLORE THE CUTTING EDGE 

STORYTELLING TECHNIQUES my generation 
HAS ONLY BEGUN TO UNDERSTAND — 


— THEY’RE THE 
GOALS PROFESSIONALS 
USUALLY FAIL TO MEET - 
INCLUDING ME! 





— TO FIND 
SOMETHING NEW 
TO SAY, AND SAY 
IT WITH A CLEAR, 
STRONG VOICE — 




CHOICE 

OF 
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- AND the SIGNS AND SyMBOLS 
OF THE HUMAN BODy — 


NOW'S VOUR CHANCE TO TAP INTO 
THE EMOTIONAL POWER OF FACIAL 
EXPRESSIONS - 


WHATEVER TOOLS 
you use — 


— and TRANSPORT US TO PLACES WE 
NEVER DREAMED COMICS COULD GO. 


WHATEVER PASSIONS DRIVE YOU TO CREATE 


— BRING WORDS AND PICTURES TOGETHER TO CREATE IDEAS AND SENSATIONS NONE OF 
US EVEN DREAMED COMICS COULD PRODUCE ~ 


- NOW 
is your 
CHANCE - 


- TO MAKE 
COMICS that will 

LEAVE MY GENERATION'S 
BEST WORK IN THE 


YOU THINK you 
HAVE WHAT IT 
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NO MATTER 
HOW MANY 
TONS OF INK 
WEVE SPILLED 
ON IT OVER THE 
YEARS — 


~ HAS ALWAYS 
BEEN A BLANK 
PAGE - 





























































CHAPTER 7: MAKING COMICS 


PAGE 2*W - A GOOD JOB TO HAVE? 

I REALLY DO LOVE MY JOS, BUT NOT EVERYONE WHO 
MAKES COMICS FEELS THE SAME WAY, AND I DON’T 
KNOW ANY CARTOONISTS WHO WOULD CALL IT “EASY.” 

CHRIS WARE WARNED AN AUDIENCE OF WOULD-BE 
CARTOONISTS: "YOU REALLY, REALLY HAVE TO WORK 
HARD. DRAWING- COMICS REQUIRES PRETTY MUCH ALL 
OF YOUR FREE TIME... TWO OR MORE DECADES WILL 
PASS WITHOUT YOUR NOTICING IT AT ALL. FRIENDS WILL 
BE MARRIED, HAVE CHILDREN, GET DIVORCED AND DIE, 
ALL WHILE YOU'RE WORKING ON YOUR SLOW MOTION 
PICTURE STORY. AVERAGE RATIO OF WORK TIME TO 
ACTUAL NARRATIVE STORY TIME, FOUR THOUSAND TO 
ONE." WARE’S OWN COMICS ARE UNUSUALLY LABOR- 
INTENSIVE, BUT OTHER5 ECHO HIS DIRE PROGNOSIS, 
MOST FAMOUSLY CHARLES SCHULZ WHO FLATLY STATED: 
“CARTOONING WILL DESTROY YOU; IT WILL BREAK YOUR 
HEART." 

I'LL STICK BY MY "NICE WORK IF YOU CAN GET IT" 
ATTITUDE — AND I'M NOT ALONE -- BUT IT’S ALSO 
IMPORTANT TO 5TRESS THE "IF" IN THAT CHEERY 
PHRASE. THE NUMBER OF COMICS ARTISTS MAKING 
ENOUGH MONEY TO SUPPORT A FAMILY IS VERY SMALL 
COMPARED TO THE NUMBER OF THOSE WHO WANT TO, 
AND THE TALENT AMONG THE WANNABES HAS 
SKYROCKETED LATELY. BEING GOOD ENOUGH ISN'T 
GOOD ENOUGH. YOU HAVE TO BE GREAT. 

PAGE 2H7, PANELS THREE-FOUR - 
THE WEBCOMfCS MARKET 

NO MARKET IS AS UNPREDICTABLE AND RAPIDLY 
EVOLVING AS WEBCOMICS. I'M WRITING THIS IN SPRING, 
AND BY THE TIME THIS BOOK COMES OUT IN AUTUMN, 
EVERYTHING MIGHT HAVE CHANGED AGAIN. SOME 
THINGS ARE CONSTANT THOUGH. YOUR BEST BET FOR 
GETTING NOTICED 15 STILL DOING GOOD WORK THAT 
CONNECTS WITH YOUR AUDIENCE, FOLLOWED BY 
GETTING THE WORD OUT TO THOSE ARTISTS AND 
BLOGGERS THAT FREQUENTLY LINK TO THINGS THEY 
like, get to know the scene as a reader and 

YOU'LL FIND IT EASIER TO JOIN THE SCENE AS AN 
ARTIST AND WRITER. 

right NOW, THE MOST SUCCESSFUL COMICS ON THE 
WEB ARE THE WEB-NATIVE HUMOR STRIPS WITH 

audiences big enough to attract advertisers 
and sponsorships, promote associated PRINT 
titles and sell merchandise, long form webcom- 
jffj* THE equivalents of comic books and graphic 
novels online, have had fewer break-out hits 
But continue to proliferate. 


PAID DOWNLOADS, DESPITE AN EXPLOSION IN THE 
MUSIC industry, are less common IN englknI' 
LANGUAGE WEBCOMfCS AT THIS POINT, THOUGH 
BUSINESSMEN AND CARTOONISTS (INCLUDING 
CONTINUE TO TRY OUT VARIOUS MODELS, AND THFPP 
ARE SOME SIGNIFICANT RUMBLINGS IN THE 
ONLINE COMICS MARKET. ~ J M 1 

I'LL TRV TO SUM UP THE CURRENT SCENE IN MV ONLINE 
NOTES (AND IN MY ONLINE EXTENSION TO THE ' 

TECHNOLOGY SECTION, "CHAPTER 5 1/2"). FOR NOW 
JUST REMEMBER THAT NO COMICS MARKET SETTER 
FITS THAT RUNAWAY TRAIN METAPHOR FROM PAGE 24* ; 
THAN WEBCOMICS. 


FINAL THOUGHTS 

I SAID AT THE BEGINNING OF THIS BOOK THAT THERE ? 
ARE NO RULES YOU NEED TO FOLLOW. IF YOU’RE f|f| 
CURIOUS THOUGH, I DO HAVE SOME RULES I TRY TO 
FOLLOW MYSELF. HERE ARE FOUR: 

1. LEARN FROM EVERYONE 

2. FOLLOW NO ONE 

3. WATCH FOR PATTERNS 
H. WORK LIKE HELL 

NOBODY HAS ALL THE ANSWERS, INCLUDING ME, BUT I 
THINK EVERYONE HAS A PIECE OF THE PUZZLE. I HOPE 
YOU’LL TREAT THIS BOOK AS A STARTING POINT, A 
GUIDE TO THE PATTERNS AND POSSIBILITIES AT LEAST 
ONE ARTIST BELIEVES HE SEES OUT THERE. THERE ARE 
PLENTY OF MY PEERS WHO DISAGREE WITH ME ABOUT 
SOME OF THESE TOPICS. LEARN FROM ALL OF US AND 
DECIDE FOR YOURSELF WHAT WORKS FOR YOU. 

YOU COULD IGNORE EVERYTHING I'VE WRITTEN AND 
STILL PRODUCE A GREAT COMIC. YOU COULD FOLLOW 
EVERY SUGGESTION I'VE MADE AND STILL TURN OUT A 
PIECE OF CRAP. THERE’S NO REPLACEMENT FOR 
INSTINCT AND INSPIRATION. BUT IF THIS BOOK HAS 
HELPED TO IMPROVE THE FORMER OR BOLSTER THE 
LATTER, THAT'S ENOUGH FOR ME. 

THANKS FOR READING AND GOOD LUCK, 



- SCOTT MCCLOUD 
SOMEWHERE IN AMERICA, 2006 


FOR ADDITIONAL NOTES, “CHAPTER 5 1/2,” RESOURCES, 
LINKS, UPDATES, PONTIFICATIONS, RUN-ON SENTENCES, 
WEASELLY DISCLAIMERS AND DETAILS ON THE MASSIVE 
MAKING- COMICS TOUR CALL FIFTY STATES > 
STARTING IN FALL OF 2006 -- VJE HOPE0 VISIT: 

WWW.SCOTTMCCLOUD.COM/MAKINGCOMICS 
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